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Dry To Dry Cycle—Less than 5 Minutes! 
Most Compact Unit Available —10'4" Long! 


Check these additional outstanding features: 


MNo changes or adjustments required for 16/35mm change-over. g infinitely variable speed adjustment range 
extending from 25 to 150 f.p.m. for negative/positive film. § Five solution-tight, vapor-tight compartments each 
contain independent spray system; developer, water rinse, fix, second rinse, and wash. 
WDesign flexibility permits great versatility. Spray chambers may be added or removed to suit any 
processing procedure. ggEntire processing and drying section designed for daylight operation. Load table and 
accumulator in dark room. g§Ample access panels and doors provided in front and rear for threading, 
inspection, and maintenance. §§All stainless steel construction, highly corrosion resistant. §§ Loading and take 
up spindles equipped with automatic/manual film locks. §§ High speed jet impingement drying cabinet. 
gm Color coded valves, pumps, lines, inlets and outlets minimize operator error. 
Temperature control system brings solutions up to operating temperature in minutes. 









Please send me a copy of the 
New Houston Fearless Rapid Spray Processor Catalog 


For complete details send coupon for catalog Today! 
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THE GEVAERT COMPANY OF AMERICA, INC. 


Quality Photographic Products Since 1894 





Sales Offices & Warehouses at 
In Canada: Gevaert (Canada) Limited 


321 West 54th Street 150 No. Wacker Drive 6370 Santa Monica Bivd. 9109 Sovereign Row 
New York 19, New York Chicago 6, Illinois Los Angeles 38, Calif. Dallas, Texas 345 Adelaide St., West,Toronto, 2-B, Ontario 
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BIG ROLE FOR 
U.S.C. CINEMA 
DEPARTMENT 


University Benefits From Greatly 
Extended Use of 35mm and 16mm 
Mitchell Motion Picture Cameras 


One of the most startling developments among the 
cinema departments of colleges and universities is 
the increased contribution which the campus film 
unit has made to the field of higher education. 


A leading example is the University of Southern 
California where students using professional 
Mitchell motion picture cameras film a remarkable 
range of subjects. Films are created for classroom 
instruction, public relations, sports events, campus 
activities, scientific research, audience reaction 
research, entertainment, television and industry. 


Mitchell cameras meet an extreme range of film- 
ing requirements. No other single camera has 
proven so flexible in use as these easy-operating, 
trouble-free 35mm and 16mm cameras which con- 
sistently deliver the highest quality film. 


For information about Mitchell cameras, write 
today on your letterhead. 


Widely diversified filming conditions are covered in 
instruction in which Mitchell cameras demonstrate their 


great flexibility. 


Peabody and TV “Emmy” 
award winner, Dr. Frank 
Baxter, being filmed for 
the education TV and Radio 
Center of Ann Arbor. 
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Mitchell camera focuses on operating room as medical 
instruction film is made by Department of Cinema at U. S. C. 


Mitchel Camera 
CORPORATION 


666 WEST HARVARD STREET 
GLENDALE 4. CALIFORNIA 


Cable Address: ““MITCAMCO 


Students from all over the 
world attend U. S. C. to 
learn the latest techniques 
of 16mm and 35mm cine- 
matography. 


5% of professional motion pictures shown in theatres throughout the world are filmed with a Mitchell 
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ON THE COVER 
FOR A “THEY WENT THATAWAY” SCENE for Universal-International’s 


“Once Upon A Horse,” cinematographer Arthur Arling, ASC, and his 
camera crew shot the running action from a camera car traveling parallel 
with the horsemen. Action was staged on special location in Hollywood 
hills where roadway is especially surfaced to insure smooth travel of the 
camera car. 
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16mm Color Motion Picture 


16mm Color Internegative— 
Positive Printing and 
Processing 


Magnetic Laminating 
Color Slidefilm 


16mm Black 
and White 


Box 2408 

Gary 5, Indiana 
Laboratory 

5929 East Dunes 
Highway 


Telephones 
Gary, YEllowstone 8-1114 
Chicago, SAginaw 1-4600 








It's easy with the 


MERCER FILM PATCH 


@ Dependable 


R. C. MERCER & COMPANY 


4241 Normal Ave., Hollywood 29, Calif. 
NOrmandy 3-9331 


Practical 











400-Foot 
Conversion 


FINEST conversion 
on the market to- 
day. Convert your | | 
Auricon Cine-Voice | 
or Pro to a fine 
comera that will 
handle full 400 feet 
of film with perfect 
jam -free, wow- free 
operation. includes 
Veeder-Root footage 
counter, filter slot 
ond holders, phone 
jock in camera and 
complete refinishing. 





Quick Service .. . 
Mitchell or Bell & Howell Magazines. 


Finest Workmanship . . . 


Write for Pictures and Complete Details 
GORDON YODER 
PROFESSIONAL CINE PRODUCTS 
6055 Ridgecrest Rd., Dallas, Texas 
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“like edding a sixth sense...” 

PAR ACCESSORIES ADD VERSATILITY to — 
Cine Special, K-100, Bolex H-16, Bell & Howell 70 
series, 200-TA & N-9 Cameras; Bell & Howell, 
Houston & Depue Printers. 

Also optical engineering, devices & systems. 


PAR Products Corp. 


602 E. Colorado Ave. 7 Santa Monica, Calif. 
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TALLER LLL 


Produce moonlight and night effects 


in daytime « fog scenes ‘cone focus 
and many other e! 
Information mailed on request. 


SCHEIBE FILTERS COMPANY 
ORIGINATORS OF EFFECT FILTERS 


P.O. Box 46834, Hollywood, Calif. 
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INDUSTRY 
NEWS 


News briefs of 
industry activities, 
products and progress 








GANNAVISION camera unit consists of a 


Mitchell with miniature closed-circuit TV 
camera mounted to pick up same scene as 
camera and relay it to remote monitor. 


Gannavision is trade-name of new film 
production system employing a_ video- 
film camera, announced last month by 
Hollywood producer Albert C. Ganna- 
way whose Gannaway International com- 
pany is berthed at Republic Studios. 

As pictured above, Gannaway’s sys- 
tem has miniature closed-circuit TV ca- 
mera mounted alongside each of three 
Mitchell cameras, which relays what 
each film camera sees to a remotely-lo- 
cated monitor console. Here choice of 
camera takes are selected and the vari- 
ous film cameras switched on and off as 
desired. 

System was first used successfully to 
film cattle stampede for “Hidden Guns,” 


is now undergoing refinement for use 
on Gannaways upcoming “Maybe 


Smith.” 
° * . 

SMPTE’s West Coast division has devel- 
oped a new 18-week course entitled “Use 
and Handling of Film in Television.” It 
has been planned to assist those in the 
TV industry who are responsible for the 
general handling and maintenance of 
film and the general procedural tech- 
niques involved in the use of films in 
TV stations. 

Edward E. Benham, Chief Engineer 
of Station KTTV. Los Angeles, has been 
appointed to supervise course for the So- 
ciety’s Education Committee. 

. ° « 
Association of Cinema Laboratories, 
meeting in Philadelphia last month, es- 
tablished method of procedure for film 
laboratories handling films for television 
transmission. William Gephart, of Gen- 
eral Film Lab. in Hollywood, submitted 


* Octorer, 1957 


‘American Universities will 


a six-page procedural proposal for the 
Association’s approval, which applies to 
both color and black-and-white films. 

Recommendations are set forth 
photography, set lighting, and picture 
frame dimensions; review room projec- 
tor aperture specifications; negative and 
positive print controls; and the photo- 
graphic measurements of the various 
film stocks used. At a later date, report 
will be printed for circulation among 
laboratories and published in trade mag- 
azines. 


for 


soon be 
making more films per year than Holly- 
wood, reports the University Film Pro- 


ducers Association in its Journal for 
Spring, 1957. 


“Studio feature pictures,” the report 
goes on to say, “are a good deal longer 
than the University product—and much 
more dramatic—but they have been de- 
creasing in number as TV has taken 
over the mass production of drama. The 
university production units are just be- 
ginning to feel their strength as makers 
of film materials for research and for 
classrooms. 

“By the end of summer, 1957, the As- 
sociation’s 80 members will have turned 
out an estimated 200 or more motion 
pictures. This compares with 300 or 
more expected annually from Hollywood 
companies in recent years. 

Two articles relating to university film 
production appear elsewhere in this is- 
sue. 

° ° * 
A new Technical Counsel Service to 
aid the 16mm film producer is an- 
nounced by Byron, Inc., 1226 Wisconsin 
Avenue, N.W., Washington, D.C. Head- 
ing the Service is Paul Christman, for- 
merly with Ansco, and widely experi- 
enced in film lab operation, printing and 
processing, film analysis, optics and pro- 
duction lighting. He plans to spend most 
of his time in the field, in direct con- 
sultation with 16mm film producers. 

* * * 


A new method for adding titles to 
color films was disclosed in a report pre- 
sented by Kodak scientists at the 
SMPTE meeting in Philadelphia early 
this month. Method involves use of title 
positives and coating of color film with 
photo-resist or light-sensitive material. 
In successive steps coating is exposed, 
developed and washed away to leave su- 
perimposed titles. 
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ALL AURICON EQUIPMENT IS SOLD WITH 
wath A 30 DAY MONEY-BACK GUARANTEE. ’ f 
' 
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ag- “CINE-VOICE II’ 16 mm Optical Sound-On-Film Camera. ““AURICON PRO-600"' 16mm Optical Sound-On-Film Camera. ‘‘SUPER 1200'' 16 mm Optical Sound-On-Film Camera 
* 100 ft. film capacity for 2% minutes of * 600 ft. film capacity for 16% minutes of * 1200 ft. film capacity for 33 minutes of 
recording; 6-Volt DC Convertor or 115-Volt AC recording. * $1871.00 (and up) with 30 day recording. * $5667.00 (and up) complete for 
be operation. * $795.00 (and up). money-back guarantee. “High-Fidelity” Talking Pictures. 
lly- 
¢ {Aurion rAmnitow =, 
ro- [hanlite La} LE nemyeoos 
for 
ort 
yer 
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de- 
en 
‘he 
be- 
ers 
for 
\s- 
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on 
or eAu aspAal as 7 ° fey nwt ¢ ; r . . ° 
ad SOUND RECORDER — Model RM-30... 1200 foot film PORTABLE POWER SUPPLY UNIT PS<)... Silent FILMAGNETIC Finger points to Magnetic pre-stripe 
capacity, synchronous motor for “double-system” in operation, furnishes 115-Volt AC power to drive on unexposed film for recording lip-synchronized 
16mm Optical Sound-On-Film operation. “Single System” or “Double System” Auricon magnetic sound with your picture. Can be used 
lm * $3630.55 (and up) Equipment from 12 Volt Storage Battery, for with all Auricon Cameras. * $870.00 (and up) 
is- remote “location” filming.* $269.50 
nie oo a 7 / 7 Ae 
. Strictly for Profit 
4 CHOOSE AURICON 
1 
d- lt it’s profit you’re after in the production of 
r- 16 mm Sound-On Film Talking Pictures, Auricon 
ri- Cameras provide ideal working tools for shooting 
id profitable Television Newsreels, film commercials, 
0- inserts, and local candid-camera programming. 
st Now you can get Lip-Synchronized Optical or 
n- Magnetic Sound WITH your picture using Auricon 
16 mm Sound-On-Film Cameras. Precision designed 
and built to “take it.” 
0 Strictly for Profit—Choose Auricon! 
e- 
> Oo * 
‘dl Pan-Tilt Head Professional Tripod for 
, velvet-smooth action. Perfectly yee — ROMAINE STREET, HOLLYWOOD 38, CALIF. 
n to prevent Camera “dumping.” $406.25 (and up). ase | 
1 fur aliywe8 made ee hain Catelog, 


FILM RECORDING tQUIPMENT SINCE 1931 Name 





(Please write your address in margin) 





621 








WHAT’S NEW 


In Equipment, Accessories, Services 


CAMERA EQUIPMENT COMPANY 


presents the new Magnasync 








Magnaphonic Sound Recorders 


For quality & economy 
MAGNASYNC 


is the perfect answer— 








to the needs of film producers, 
large or small, feature or com- 
mercial, because— 










® it delivers clean, distor- 
tion-free sound. 
Improved Tewe Finder 

weight, portable, meets Camera Equipment Co., New York, 
the latest SMPTE stand- announces availability of the new Model 
ards. “C” Tewe directors viewfinder, which 
is calibrated for Academy aperture, wide 
screen, CinemaScope, VistaVision, and 
Image Orthicon TV cameras, It is a 
zoom type finder and incorporates an 
adjustable mask for the various screen 
proportions, Price of $100 includes neck 
chain and leather carrying case. 


© itis compact, light- 


® it serves every segment of 
motion picture and spot TV pro- 
duction. 


The New MARK IX 
MAGNAPHONIC SOUND SYSTEM, SYSTEM “‘A” 


with built-in record play amplifier and remote 


® Purchaser is not required to 
pay royalties on footage con- 
sumed. 


control assembly is an engineering achieve- BUT MOST OF ALL, the MAG- 


NASYNC MAGNAPHONIC line 
contains exclusive features found 
in no other recorders, yet all 
carry low, low price tags. 


ment with exclusive features found in no other 
recorder. Has recording, playback, and bias 
oscillator circuits enclosed in separate plug-in 
assemblies; easy accessibility to all amplifier 
Trust your own ears—trust your 
Sound Man's judgment. Switch 
to MAGNAPHONIC SOUND. 


components; push-button motor controls; re- 
mote control footage counter, record-play & 
film-direct monitor switches. Available in 16mm, 
17Y¥amm & 35mm priced from $2,145.00 














8mm Portable Editor-Viewer 

Voss Photo Corp., 601 West 156th St.. 
New York 32, N.Y., announces a new 
professional type 8mm film editor-view- 





OTHER MODELS: 
MARK IX SYSTEM“'B” includes Model 











Model X-400 


is @ completely synchronous 16mm Magnetic 
film recording channel, professional in every 
detail. Can be operated in ‘‘console"’ position, 
as shown, or stacked as one unit. Features 
simple camera or projector interlock, instantan- 
eous ‘‘film-direct’’ monitoring, and low power 


consumption. Ideal for the low budget producer. 


$985.00 


Prices subject to change without notice 


FRANK C. 


G-932 microphone mixer with 2 
channel slide wire attenuators. 


$2,820.00 


MARK IX SYSTEM “'C" includes Model 
G-924 microphone mixer and re- 
mote control assembly packaged 
in matching portable case. 


$2,520.00 


TYPE 5 features built-in Monitor 
amplifier, separate overdrive torque 
motor, record gain control, and 
playback control. Priced from 


$1,570.00 


ZUCKER 


er combination. Weighing but 4 Ibs., 
unit features handy front panel controls 
for easy frame-by-frame examination of 
film, focusing to suit the user, and film 
frame notcher. It is self-contained in a 
handsome plastic case. List price is 
$36.00. 


Professional Meter 

Photo Research Corp., Hollywood, 
Calif.. announces it is resuming manu- 
facture of the popular Model A exposure 
meter designed especially for the profes- 
sional cinematographer. New meter, re- 
named the Spectra Professional, is im- 
proved and includes foot-candle and f 
stop scale, photosphere, disk, grid, 12 


(+ AIMERA CQuipment C..INC. 


assorted slides, and is individually hand- 
calibrated for utmost accuracy. List 


Dept. A 
New York 36, N. Y 


315 West 43rd St., 
JUdson 6- 1420 





(Continued on Page 627) 
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lEL-Animastand..& 


ANIMATION and SPECIAL EFFECTS CAMERA STAND ‘si 
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© Operates with any 16mm or 35mm camera 
@ Precision alignment from 2 through 24 fields 
@ Massive main column (334” dia.) guide column 
k, (2” dia.) ground for accurate performance 
lel} @ Ball bearings for smooth zoom action 
rh =} @ Precision machining thruout with .001 accuracy 
te @ 60” zoom; 24” east /west, 18” north /south travel 
id © 360° Rotational table; precise locking action 
“Fe 4 counters calibrate compound; zoom movements 
"Be Twin heavy-duty rods support rigid, counter- 
k balanced camera faceplate 
© Roller chain drive; ultimate strength 2000 Ibs. 
© Easy to install & operate. Passes thru 30’ doorway 
© Acme registration “Standard of the Industry” 
© Heavy welded steel base 
© Wt. 850 Ibs.; Ht. 9 ft. 














SABE ANAS Os 





CONVENIENT PAYMENT PLAN AVAILABLE 


Write for illustrated brochure describing 
many adaptations of the TEL-Animastand 





Here is a partial list of the many 
satisfied Tel-Animastand users: 


Associated Missile Products Corp., Pomona, Calif. 
Boeing Airplane Co., Wichita, Kansas 

California Institute of Technology, Pasadena, Calif. 
Campbell Films, Saxten’s River, Vermont 
Holland-Wegman Productions, Buffalo, N. Y. 
Sandia Corporation, Albuquerque, N. M. 

Telefects, inc., New York, N. Y. 

TV Spot Service, Cedar Rapids, lowa 

UNESCO (Aid to India), Paris, France 

University of California, Livermore, Calif. 
Veterans Administration Hospital, Topeka, Kansas 


= Viguie Film Productions, inc., Santurce, P. R. 
Photographed at Q 
Telefects, Inc., N. Y. C. t 
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] \ LINE MA SUPP | V CORP 602 WEST 52nd ST., NEW YORK 19. N. Y. © Phone: PLaza 7-0440 ¢ Cable: SOSOUND 
) a « Western Branch: 6331 Hollywood Boulevard. Hollywood 28. Calif. ¢ Phone: HO 7-2124 


OUR EXPERIENCE IS YOUR KEY TO 


SERVICE & DEPENDABILITY 





CAMART TV CAMERA DOLLY 
MODEL 111-B 


Boom Arm raises and lowers boom 
so that you can film while the 
camera is being moved. Can be 
lowered to 2 ft. or raised to al 
most 7 ft. 

Four rubber-tired 10” ball-bearing 
wheels for smooth, silent move- 
ment, in alignment for use with 















dally tracks. Lock- NEW CAMART TV MIKE BOOM 
ing device for 
straight run. Improved model with new internal 
Counter balanced noiseless mechanism for direction- 
spring action per- 
mits accurate bal al mike control. Sturdy construc- 


ance for any mo 


en Glehers eumeee tion of lightweight alloys for max- 


with blimp, or imum strength and 
standard television 
camera peak efficiency. For 
studi es tion. 
Dolly Tracks dio 0 — 


available $297. 50 
$1975.00 


FOB N. Y. 





CAMART CORE 
DISPENSER 


Attach to wall or on 


table, keeps cores 
handy at all times. 


Plastic Clear Vue 





WE kick 

Aluminum 

| gree $ 9.50 

ACE CLEAR VISION SPLICER CAMART OPTICAL FX UNIT 24" one eenees 11.50 

ner polyester Cronar base and ge For motion picture and television cameras, Re- Be sksesecnness 14.50 
— a © ee ee — produces multiple images in rotation. Many Easily adjustable for 
sitive splicing tape varied effects possible. 16 and 35mm. 
Standard model, for 16 and 35mm....$59.50 
De Luxe mode! up to 70mm 69.50 From $1 19.75 





we 


ARRIFLEX 16 
16 and 35mm cameras for 
immediate delivery. Arriflex 
16 and 35mm __ soundproof 
blimps available. 400’ mag- 
azines in 16 and 35mm stock. 
Also used cameras. 















AURICON TRIPOD CAMART CAR TOP CLAMPS — CarAART TIGHTWIND 





Designed to hancle the Auricon-Pro and 
Insure a steady tripod support Eliminates cinchin r abra- 

other cameras with ease. Tripod head y P ares 9° 
made of precision-machined aluminum al- for your newsreel camera sions. Winds film evenly— 
loy custings for maximum ruggedness and when atop a station wagon no holding. Fits any 16 or 

. . ent 
light weight ull ball-bearing adjustmen or platform. Heavy bronze con- Stews Geabade, Cale Cade 
of independent pan and tilt friction ; 
clutches provides velvet smooth action. struction. Weatherproof. Set of wind operating on BALL 


$325.00 cecil $28.00 "5 $99.00 


On the West Coast Camart Products are available from Birns & Sawyer, Inc., Los Angeles 


CAMERA MART... == 








1845 BROADWAY (at 60th St.) NEW YORK 23 - Plaza 7-6977 «+ Cable: (cmeramart 
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problem: 

How to insure more frequent 
and more accurate chemical 
analyses of black-and-white 
vale More) (eam o)gelel-s-s-1 1a) -me-te) Uh elelar) 


solution: 
Automatic titrimeter by 
Beckman Instruments 


Talore) lele-h =i) 


Bob Grubel, CFI Chief Chemist 

in Hollywood, displays the 
FiUbceleat-Lalomelae-lelelsM@ist Sea isal saan ear- li 
measures and determines 
iaaY-Meolal-tanllor- | moelslet-taleg-helele mens 
various processing solutions 


From the first to the last one, release prints from an 


original negative should be alike in tonal gradation and 


color fidelity 


In striving to achieve this desirable uniformity, 


are aided by automati 


such as manufactured |! 


a aticmeaalele(=iaammanl=)anlelemme) ame) ee-hdlelammstar-10l(st-muanlel ele)! 


laboratory chemists t 


} 


C 


titration equipment 


y Beckman Instruments Incorporated 


+ ht r.tr 
)Otair 1p)-tO 


4 


By increasing the frequency and a 
y : 


it provides a dependable, day and night control 


for stabilizing processing 


CONSOLIDATED FILM INDUSTRIES 


959 Seward St., Hollywood 38. California 


HOllywood 9-1441 


521 W. 57th St., New York 19, New Yorke 
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PHOTO RESEARCH CORP. 


—, 





KARL FREUND, President 


JENGA BLVD... nouYwooo 





TO ALL OUR FRIENDS! 1! 


nald 


3, CALIFORNIA 


$37 NO. CAHU 
TELEPHONE: HOllywoed 2-6674 


WwW. Norwood, 


gations with Mr. Do 
Model A Exposure 


contractual obli 
original 


ufacture our 


Due to our 
mitted to man 


we were not per 
Meter. 


This contract exP 
letter is to inform yo 
Model A Exposure 


ired on September 10th, 
ing October ist we 


Meter (im 


which served you 

"Spectra Pr 
The reason we are starting 2 lim 

ted it. We 


model is pecause many of you reques , 
have had to disappoint you many times, but now 
over! Orders will be filled in the or 


e for the Ultra Sensitive 
isk, grid, 


{-stop scale, di 
eter is individually han 


The pric 
rect reading 
$97. 50. Every ™ 
accuracy- 

We thank all of you for your patience 
ery sinc 


PHOTO 





SPECTRA® professional 


ee EXPOSURE METER 
oto Dealer! Distributed 
ed by 


KWAY 
CAMERA CORPORA 
TION 


1114 First 
Av 
enue New York 21, N 
» New York 
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12 slides and c 
d calibrated for 2 
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will again manu- 
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ll be known as the 


this earlier 
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ceived. 


and past patronage- 


erely 
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WHAT’S NEW 


(Continued from Page 622) 


rice is $97.50. Brockway Camera 
Corp., 1114 First Ave.. New York 21. is 


distributor. 


Mie. 


oF 
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Action Title Tricks 

A consumer premium for home movie 
makers that makes personalized titles 
jump, dance and disappear is an- 
nounced by Sylvania Electric Products, 
Inc., New York 19, N.Y. 

The do-it-yourself Action Title Tricks 
kit is offered free with purchase of two 
Sylvania movielights, upon sending com- 
pany the coupon available from dealers 
along with label from the Sylvania R-34 
Movie Light Handy Pack, which con- 


tains two 375-watt movie lights. 


Tape and Film Lube 

Distributor’s Group, Inc., 204 14th 
St.. N.W., Atlanta 13, Ga., announces 
an automatic silicon lubricator for film 
and magnetic tape. Tradenamed Film- 
agic Pylon, applicator unit is mounted 
on tape recorder, film projector or edit- 
ing board to bring it into contact with 
film or tape during travel. Contact ap- 
plies silicone treatment to film or tape, 
reducing friction and wear. It is espe- 
cially recommended for use on “green” 
film when projected, on tape to reduce 
flutter and wows, and as protection to 
recording head, List price is $1.50. 


Camera Timers 

Rolab, Sandy Hook, Conn., announces 
two new units for time-lapse photogra- 
phy—the Roger S-F camera drive for 
intermittent and continuous operation of 
cameras having a single-frame crank 
extension, and the Roger Camera Timer 
“I” for remote-control operation of 
single-frame camera drives. 
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* Continuous, parallax-free, | 
through-the-lens viewing and 
focusing WHILE FILMING. 

Precision ground prisms and 
unique optical system render bril- 

liant aerial (not ground-glass) 


in a class by Themselves 


Crank for 


reverse motion 
Interchangeable lens for 


viewing, focusing and 


Reflex window 
picture taking 


with adjustable 
eyepiece 


Aperture scale 
visible from rear 


ren image in exact “Lifesize” (1:1!). 
* Speeds from 8 to 32 frames per 
Footage counter second. 
coupled to * Governor control maintains uni- 
savicuas eres form film speed for 8 feet without 
counter (in rear Nilo 
rewinding. 
* Audible reminder signa! every 20” 
of footage. 


Complete set of high quality 
Winding h \ ae ie Foiease lenses from 6.25mm £/1.9 up to 
key we 100mm £/3.5 including zoomtype 
: Pan-Cinor with variable focal 
length from 17.5 up to 70mm 
{/2.4...fast and freely inter- 
changeable WITHOUT ‘‘extra” 
focusing accessories. 


Control knob: 
Normal 

Image by image 
Continuous 
Safety lock 


Support for 
cable release 





Switch for 
time exposures 








Speed knob 


CAMEX4, 


w/Ciner 12.5mm 1/2.5 $229.00 
w/Ciner 12.5mm £/1.9 $269.00 


NO OTHER 8mm MOTION PICTURE CAMERA OFFERS F g if 


YOU SUCH EASE OF COMPOSITION, SUCH ABSO- 


i” Co) 


12.5mm 1/25 . oy 


KINOPTIK 
APOCHROMATS 


e A COMPLETE SERIES OF HANDPICKED, PERFECTLY 
MATCHED APOCHROMATIC LENSES for 16mm MO- 
TION PICTURE CAMERAS (C-mount). 

e Exclusive APOCHROMATIC correction of all pri- 
mary colors gives vibrantly “‘Lifelike’’ color 
rendition. d 

Highest resolving power up to the very corners provides 

finest details and absolutely critical focus, even at full 

aperture. 

Subtle greytones and excellent contrast with a deep satiny 

black guarantees outstanding picture quality. 

Extreme luminosity combined with hard coating on all 

surfaces render unbelievably sfriking overall brilliance. 

100% lens consistency: Each APOCHROMAT passes scrupu- 

lous optical bench test — carries an unconditional guar- 

antee for highest optical performance. 

KINOPTIK 16mm APOCHROMATS OFFER YOU ALL THE MOST 

COVETED AND DESIRABLE FEATURES OF 35mm MOVIE LENSES. 


WORLD'S ONLY 16mm 
MOVIE APOCHROMATS 


LUTELY CRITICAL FOCUSING, SUCH PERFECT 
DEPTH-OF-FIELD CONTROL, SUCH SIMPLE 
LENS INTERCHANGEABILITY AND SUCH 
SUPREME VERSATILITY — FOR 









w/Ciner 20mm £/1.5 $299.00 ANY TYPE OF CINEMA- , 
w/Pon-Ciner 17.5-70mm TOGRAPHY. gil 
1/2.4 $539.00 oe iF 


Write fer complete CAMEX 
reports in Nationa! Camera 
mogerines ond free illus- 
trated brochure (C-12 oF 
see your franchised CAMEX 
dealer. 








































50mm £/2 


$269.00 
$169.00 
$169.00 





12.5mm €/2.5 
20mm £/1.9 
25mm £/2 
32mm #/1.9 
50mm £/2 
75mm #/2 
100mm £/2 
150mm £/2.5 
210mm £/2.8 
300mm £/3.5 
500mm £/5.6 ........... 

























300mm £/3.5 
with KINOFLEX 
reflex housing, cradle support. 
















See your franchised KINOPTIK 
dealer or write for free illus- 
trated brochure CK-12. 





Karl HEITZ, Inc., 





480 Lexington Ave., New York-17, N.Y. 
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B & J—WORLD'S HEADQUARTERS for 





~@/ MAMMOTH “ON HAND” SELECTION — 
Whatever your lens need ... B & J can 
provide you instant action! Large “Room- 
Size’ Vaults that hold thousands of Photo 
Optics and include famous brands of the 
world’s finest domestic and foreign manufac- 
turers are at your immediate disposal!! . 
Here are lenses of every conceivable speed 
and size, from 4” to 80” big Berthas. An 
inventory second to none! 
All Lenses sold on a 15-Day Free Trial and 

UNCONDITIONALLY GUARANTEED! 

4@/ RESEARCH OPTICAL ASSEMBLY LAB — 
for your special custom lens problem! In our 
modern fully equipped lab; precision grind- 
ing, rigid testing, custom mounting, and 
lens coating are speedily done by expert 
craftsmen to meet the specific requirements 
of such companies as Ford, R.C.A., G.E., 
Atomic Energy Comm., etc. Write Mr. Albert 
James, lens authority today — 








60th ANNIVERSARY 


*Greatest Lens Offerings! 
®Cameras— Regular, Indus- 
trial & Scientific! ° Enlargers 
—Solar Etc! *Lighting—Pro- 
fessional—Strobe Etc! *Ac- 
cessories—From A to Z! 


BURKE & JAMES. 1 
321 S.Wabash Chicago 4, INinois 







Now! W 
FOR THE FIRST TIME 


SPECIAL PURCHASE 
and BRAND NEW 
the HOLMES 35m. 
PORTABLE 


Sound on Film 
Equipment 





















Factory List Price 


$1, 


Beoring 35 mm. 


HERE’S THE 
AMAZING DEAL: Ne wararatle Seend Peis, 


Mardo lomphouses, 2000 upper ond lower magazines, photo- 
colts, exciter lamps, etc. (Brand New). 2—Series | 4°° lenses, 
with edepters (New). | — Set projector, photocell ond exciter 
lamp cobles (New). |—Amplifier, lote model, 25/30 wett ovt- 
pvt (Rebuilt like New). |—Jensen Heavy Duty 12°’ PM specker, 
with boffie ond 75 feet cable (Reconed ond refinished), gver- 
enteed some a1 new) 


*STAR CINEMA SUPPLY CO. 


621 West 55th Street, New York 19, N. Y. 
































AMERICAN 





CINEMATOGRAPHER 





vision Arts and Sciences last 


month, Hal Mohr discussed . . . 


Addressing the Academy of Tele- 


THE CINEMATOGRAPHER’S PLACE IN TV 
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LIVELY interest was stirred by question-and- 
answer session on cinematography conduct- 
ed by Hal Mohr, ASC, at recent TV Academy 
get-together in Hollywood. 


A DisQuIsiTION into the art of the cine- 
matographer and the film editor, as re- 
lated to television film production, was 
a feature of the special meeting of the 
Academy of Television Arts and Sci- 
ences in Hollywood last month. 

Hal Mohr, A.S.C., an Academy mem- 
ber, spoke for the cinematographers and 
presented a screening of “The Cinema- 
tographer,” an informative 12-minute 
motion picture, produced by the indus- 
try. that shows what the director of 
photography does in preparing for and 
photographing an entertainment motion 
picture. 

Although the Academy asembly in- 
cluded members from every branch and 
facet of the TV business, the response 


| to this film presentation was overwhelm. 


ing. Many, for the first time, obtained 
a true picture not only of the importance 
of the cinematographer to a motion pic- 
ture production, but of the scope of his 
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activities in planning, lighting and pho- 
tographing it with his crew and equip- 
ment, 

As one producer of television films 
said, “The presentation of this film to- 
night has given a lot of us considerable 
food for thought. Especially those di- 
rectors who have come from live TV in 
the east to direct TV films here in Holly. 
wood. Until now, many have had little 
or no idea of the scope of the cinema- 
tographer’s work—and more important, 
how the cinematographer with years of 
experience in feature film photography 
can help the director in the production 
of television films.” 

Hal Mohr, in addressing the Academy 
gathering prior to the screening. had 
touched on this very subject. He pointed 
out that successful TV films result from 
a number of talents working harmoni- 
ously together. 

Just as many stage directors coming 
to Hollywood studios have profited by 
utilizing the experience of veteran cine- 
matographers, so can those coming here 
from live TV in the east, he emphasized. 
A lot of these directors when switching 
to films, he said, often cling to old 
methods and especially to the live TV 
habit of directing the cameras instead 
of leaving the photography to the di- 
rector of photography. 

Relieved of responsibility for the 
cameras, the TV film director can have 
more time for rehearsal and direction 
of his players, resulting in a better pro- 
duction, he concluded. 

The question and answer period con- 
ducted by Mohr, following screening of 
the film, brought out many lively dis- 
cussions. Film directors, script writers, 
and many stars of TV films asked ques- 
tions about filming procedures and light- 
ing techniques as they relate to im- 
proved TV film quality. In all, the 
session was considered one of the most 
illuminating in the Academy’s if not the 
industry’s history, and one that greatly 
increased the prestige of cinematogra- 
phers and particularly the American 
Society of Cinematographers, so ably 
represented here by veteran Hal Mohr. 

Earlier in the evening, Mohr, along 
with six other former members of the 
Academy's Board of Governors, was 
presented a medal commemorating his 
distinguished service as a Governor of 
the Academy, which he served during 
1955, 1956 and early months of 1957. 












7 MOVIELAB 











e l6mm-35mm 
Negative - Positive Processing 





Plus exclusive ADDITIVE 


scene to scene—color balanced 
KODACHROME printing. 











= MOVIELAB BUILDING, 619 W. 54th ST, NEW YORK 19, N. Y., JUDSON 6-0360 
COLOR CORPORATION 











CAMERA EQUIPMENT — |} 


Where the Pros go for 
the World’s Finest TV and 


Motion Picture Equipment 

















Conversion of 100 ft. 


AURICON CINE VOICE 
to 1200 ft. capacity. 





ncludes torque motor for magazine takeup. This precision con- 
ersion permits attachment of 400 ft. magazine (11 min. running 
ime) or 1200 ft. magazine (33 min. running time). Includes in- 
tallation of Veeder footage counter. We convert your present 
ine Voice or supply you with unit already converted for use with 
xternal magazines. Conversion-less magazines $450.00 
Positive turret-type Viewfinder with parallax adjustment installed for 
small additional charge. 











Complete line of 16mm and 35 Cameras 









750-2000-5000 Watt 
CONE LIGHTS 


Most versatile shadowless 
floodlight you can buy. Used 
extensively by film studios. 


750W-$75. 2000W-$110. 
5000W-$175.00. Less stand. 


RENTALS 


3-wheel portable 
COLLAPSIBLE DOLLY 


illustrated with BALANCED TV Head. Also 
takes Professional Junior and most stand- 
ard tripods. You can't beat it for light- 
weight convenience. $300.00 














SALES - SERVICE - 


*9.5mm Lenses in 16mm C mount. 18.5mm (extreme wide angle-fiat field) 

Lenses available in mounts for all 35 mm Motion Picture Cameras. 
*PHOTO RESEARCH Color Temperature Meters. ‘Electric Footage Timers 
*Neumade and Hollywood Film Company cutting room equipment. 
*Griswold & B.&H. Hot Splicers. *DOLLIES—Bardwell-McAlister, Mole 
Richardson, Century and Colortran Lighting Equipment. f 


“Complete line of Magnasync Magnaphonic Sound Recorders” 
Prices subject to change without notice. 


FRANK C. 


Dept. A 





ACE CLEAR VISION MAGNETIC FILM SPLICER 


Features Lucite pressure plate for complete splice 
visibility. Non-Magnetic. Makes strong butt or 
lap splices, straight or diagonal in 16, 17% & 
35mm film. Works on all types of film. 


Deluxe Model $69.50 


New York 36, N. Y. 


New SPECTRA 
3-color METER 















Only accurate meter 
measures all light sour 
including daylight. Meas 
the proportionate amoy 
of all 3 primary colors in 


light source, and indica 


the filters needed for posi 
color correction. 
Photo Research Corporal 


With case and strap $316 : 


With Kelvin scale $334 





ZUCKER 


Gis CQuiPMenT Calis 


315 West 43rd St., 


JUdson 6 - 1420 


Product 
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The newest PROFESSIONAL JUNIOR Tripod with the removable 
quality — brings 


head — world standard of 
great, modern improvements: 


Simplified camera attaching method with easily accessible 
knob — Adjusting telescoping pan handle with adjustable 
angle, and sockets for left, right or reverse tilt — Special 


JUNIOR* TRIPOD 


you these 


pan tension adjusting knob, independent of pan lock — 


Cast in tie-down eyelets — Self-aligning double leg locking 
This newest PROFESSIONAL JUNIOR still maintains its 
world-famous precision workmanship at NO INCREASE IN 


knobs. 


PRICE. $150.00 














positioning of tripod legs. 
to floors. 


Model C (illustrated) $32.00 
Model B (less clamps) $26.00 


ADJUSTABLE COLLAPSIBLE ALUMINUM TRIANGLE 
Prevents slipping and damage 


rv 


THI-CECO PROFESSIONAL 
JUNIOR HI-HAT is an adapter 
for extremely low-mount set- 
ups; also used for title stands 
and permanent mountings. 
Handles either friction or 
geared-drive tripod heads. 





insures rigid 


CECO has become so associated with fine quality 
professional tripods, a lot of people think we 
invented them. Actually some long-forgotten 
ancient made the original tripod. It's just that 
we have improved them more than anybody else 
in the world—with convenient devices to simplify 
cinematography and live TV telecasting. All sorts 
of clever improvements for tilting and panning. 
Herewith some of our models. Come in and see 
for yourself why the PROS go for PROFESSIONAL 


TRII-CECO SMALL GYRO 
TRIPOD features ‘‘controlled 
action". Has two speeds— 
slow and fast—for both pan- 
ning and tilting. Especially 
recommended for 16mm 
Mitchell, 16mm Maurer, 
B&H Eyemo and similar 
cameras. Weight, 19 Ibs. 
Precision construction, also 
used as gear head. Crank 
handles included. 


$600.00 COMPLETE 


TH 9 PROFESSIONAL JR. GEARED HEAD 
used on Professional Jr. standard 
tripod. Crank handles control pan 
& tilt action. 


$150.00 HEAD ONLY 
$200.00 compete 


WITH TRIPOD 







$75.00 


TR12-CECO PROFESSIONAL JR. ADJUST- 
ABLE WOODEN BABY TRIPOD accepts 
all Professional Jr. Tripod Heads. 
Has substantial shoe and spur. 
Measures 26” extended from floor 


to flange, 18” collapsed. Weight 7 Ibs. 























$260.00 






CECO ALL-METAL TRIPODS have ca: 
top flanges and upper leg portico 
made of one-piece aluminum alio 
castings. lower legs are 1% 
seamless steel tubes, hard-chrome 
legs slide easily and have tie-roc 
to center tube for automatic leve 
ing; calibrations help simplify se 
up. Accepts ‘Balanced’ TV heac 
Mitchell, other similar Profession« 
Tripod heads. 




































$150.00 Heap onty 
$200.00 comptete wiTH TRIPOL 


THI1-PROFESSIONAL JR. SPRING 
HEAD is similar in construction 
to Ceco Balanced TV head. 
Ideal for AURICON 600 and 
other cameras. Spring-load 
tilt assures that camera will 
return to neutral position 
when lever is in unlocked 
position. Built-in spirit level. 














$1350.00 HEAD ONLY 


Prices Subject to Change 
Without Notice 


*Reg. U.S. Pat. Off. No. 2318910 


SALES - 





SERVICE 





$425.00 
HEAD 
ONLY 
















TH7-CECO 
HEAD offers 
and tilt—slow and fast. 
vides extreme tilts, 


BLIMP-TYPE GEARED 
two-speed pan 
Pro- 
can be 
used as Freehead. Super- 
smooth action, rugged con- 
struction. Ideal for use with 
Mitchell BNC. Can be used 
with silent cameras with 
bridge plate. 


RENTALS 


Tripod for 









TH2-CECO NEW “BALANCED" TV HEAD, MODEL C 
Center-of-gravity adjustable, offers smooth 
tilt with 360° pan action, perfect balance. 
Quick relase handle locks in position. 
tension adjustment, built-in spirit level and 
telescoping extension pan handle. 
moveable on top plate to counter-balance 
film load or long lenses. 


Has 


Camera 


“BALANCED” TV Head $140.00 


FRANK C 


TH3-CECO MICRO WAVE RELAY & 
REFLECTOR HEAD is perfect for parab 


and 150 ft pounds in azimuth. FE 
ronmental treated for extreme wea 
conditions. 














$285.00 HEAD ONLY 


up to 6-foot diameter. Withst 
torques of 225 ft pounds in eleva 







ZUCKER 






Gis CQuipment (O.,INC. 


Dept. A 


ah A. 


315 West 43rd St. 












8MM & 16MM BLACK and WHITE 


~ reversal 
processing 


SPECIAL DELIVERY SERVICE ON 
AN HOURLY MAILING SCHEDULE 


All film processed by sensitometrically 
computed gamma analysis 


SPECIALIZED DEVELOPMENT GIVEN 
EASTMAN TRI-X and DuPONT 930 & 931 


SEND FOR BROCHURE 


EAS TERN 


FILM LABORATORIES 
DEPARTMENT 7-A 
608 CENTER ST. EXT., BRIDGEPORT, CONN 
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MOVIOLA 


FILM EDITING 
EQUIPMENT 
16MM - 35MM 






@ PICTURE 
SOUND 
Photo and 
Magnetic 


@ SYNCHRO- 
NIZERS 


@ REWINDERS 


One of the 
new series 20 
Moviolas for 
picture and 
sound. 


Write for 
Catalogue 


MOVIOLA MANUFACTURING CO. 
'451 Gordon St. . Hollywood 28, Calif 


aan — ~ 
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: PROCESSING x 
7. a 
oe Reversal specialists for over a decade. . 
°°, Our long experience insures superior quality. ox 
oo" Electronically controlled machines keep tem- “2° 
o*e” perature constant within .2 of one degree. -". 
ore. National “Brilliantone” Cine prints are the finest ox 
wate available. Write for free catalogue. ener 
eleg CONTACT PRINTING 8 & W DUPLICATING see 
6° WORK PRINTS KODACHROME DUPLICATING le*e” 
- EDGE NUMBERING VACUUMATING “.° 
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2 NATIONAL CINE LAB of 
b Box 4425 Washington 17, D. C. os 
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To Sell To 


THE MOTION PICTURE 
YOU 


NEED 
AMERICAN 


CINEMATOGRAPHER 


INDUSTRY 
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HOLLYWOOD 


BULLETIN BOARD 


News briefs about the A.S.C., 
its members, and important 


industry personalities 








commemorative 
plaque presented him by 1.A.T.S.E. Local 659. 


HAL MOHR, ASC, and 


1957 has become a year of recognition 
for Hal Mohr, ASC, who thus far has 
been singled out for three distinguished 
awards, in addition to having been 
chosen to speak for Cinematographers 
and his ASC associates in particular at 
last month’s meeting of the Academy of 
Television Arts and Sciences, and ap- 
pointed a delegate to Hollywood’s Mo. 
tion Picture Industry Council as repre- 
sentative of the American Society of 
Cinematographers. 

As detailed elsewhere in this 
Mohr last month was presented with a 
bronze medallion by the TV Academy 
commemorating his distinguished serv- 
ice as a member of the Academy’s Board 
of Governors during 1956 and 1957. 

A week later, the I.A.T.S.E., Local 
659 (the Hollywood cameramen’s 
Union) presented Mohr with a com- 
memorative medal citing his  distin- 
guished service to cameramen as Presi- 
dent of Local 659—a post he held over 
twenty years ago. 

Then, on September 15, he was noti- 
fied that he is one of several Hollywood 
cameramen chosen to receive the George 
Eastman House Medal of Honor for 
Distinguished Contribution to the Art 
of Motion Pictures produced between 
1926 and 1930. The award is to be pre- 
sented in Rochester on October 26th. 


issue. 


Mohr, 


four other 
two pos- 


In Addition to Hal 


Past Presidents were honored 
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thumously—with Distinguished Service 
medals by Local 659 of the I.A.T.S.E. 
last month. They were: the late Alvyn 
Wyckoff, Leon Shamroy, ASC, Gus Pet- 
erson, and the late Dewey Wrigley. 


Charles Rosher, ASC, accompanied by 
Mrs. Rosher, returned to Hollywood last 
month from his estate in Jamaica to 


which he _ retired 
three years ago, 


ending a 25 year af- 
filiation with MGM 
as one of that stu- 
dios top cameramen. 

Rosher, like Hal 
Mohr, also has come 
in for numerous rec- 
ognitions this year. 
In April he was 
cited by the Photographers Association 
of America as Honorary Master of Pho- 
tography. The following month, the Brit- 
ish Kinematograph Society elevated him 
to Honorary Fellow in the Society. 
This month, along with a number of 
other fellow-cameramen, he will receive 
the George Eastman House Dual Medal 
of Honor for his photographic contribu- 
tions to early-day motion pictures. 
Rosher won his first Eastman House 
Medal of Honor in 1955. 





Chas. Rosher, ASC 


Tonino Delli Colli, Italian cameraman, 
reports that he was director of photog- 
raphy on MGM's “Seven Hills of Rome” 
—not Giuseppe Rotunno, as erroneously 
reported here and in Hollywood trade 
papers last month. 





SPYROS SKOURAS, 20th Century-Fox prexy, 
accepts honorary Life Membership to South 


African Society of Cinematographers from 
Eric Horvitch, ASC. Presentation was made 
while Skouras was visiting South Africa re- 
cently. 















KITL.IN GG PHOTO CORPORATION 


257 FOURTH AVENUE, NEW YORK 10, N.Y. * 7303 MELROSE AVENUE, LOS ANGELES 46, CALIF. 
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: An Important Meseage... 


et. 


Five years ago the first Arriflex 16 left the production line and went to Al Milotte, Disney Ace 
by Cameraman, who was then filming "The African Lion" in the heart of the dark continent. 
ast 


to Because of its exclusive features and its reliability the Arriflex 16 was an immediate success, 


Milotte's camera for instance, shot 100,000 feet of film without needing service. Walt Disney 
Studios bought more and more Arriflexes. When Disney cameramen accompanied the Navy to the North- 
pole in 1955 and to the Southpole in 1956/57, Arriflex cameras performed as reliably in the Arctic 


cold as in tropic heat. Disney now has more than 30 cameras, 


But we had a problem, The demand was much greater than the supply and production of this precision 
camera could not be rushed, So, for five long years, we ran modest ads because we wanted the world 


to know that we were in business, We didn't want to shout our enthusiasm too loudly for fear we 


couldn't deliver, 





t last the situation has improved! New buildings, new machinery, new carefully trained mechanics 
are finally able to give us more cameras and a sufficient amount of the many accessories which make 
the Arriflex so versatile, Now we can broadcast the facts about the wonderful Arriflex. We recently 
: published a 16 page brochure showing the Arriflex 16, its features and accessories (if you missed it, 
1| write for your copy). Today we bring you a small cross section of our customers and what they say 


“ about their Arriflexes, (The original letters can be seen at our New York Office). 


It is a pleasure to sell a superior product which deserves such customers' praise, There are hundreds 





ee 


of other satisfied Arriflex users all over the country and we would be glad to give you the names of 


a 


some in your vicinity. 


SREB 


Motion pictures are becoming ever more important for television, industry and education. Production 





costs are ever increasing. The Arriflex is the way to better footage at lower cost. It pays to get 





to know the Arriflex. 


eS yee 
m 





If you would like to take a look at the Arriflex, we have our own representatives in 15 major cities 


ee 


to serve you, as well as a number of franchised dealers, Just fill out and send us the coupon, 


Sincerely yours, 
KLING PHOTO CORPORATION 


- = 


— 


PK:mw Paul Klingenstein, President 





TO KLING PHOTO CORP.: 
257 Fourth Ave., New York 1G, NM. Y¥. 
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! } 
' I would like a personal demonstration of an Arriflex 1! 
- 16 without obligation. [] : 
: Send 16 page Arriflex 16 brochure and price list. [] § 
' Send names of Arriflex users in my vicinity. [] ' 
1! am also interested in Arriflex 35. [J i 
i 
; Name Selman - = ! 
; i 
’ Company ane ——— Title ‘ 





Address 






City 








otographs by Steve McCutcheon 


‘Arriflex 16 has saved our firm money. Reg- 
istration pin steadiness makes excellent 
35mm blowups.”’ 


“Our primary work is the filming of wild life footage for sale to 
producers in continental U.S. We have made industrial films from 
14 to 30 minutes in length as well as a variety of wildlife short 
subjects for retail sale to our patrons. They are advertised 
nationally. We also produce special events and newsreel sub- 
jects for NBC, New York. 


We have saved our firm money through use of the Arriflex 
16. Because of its speed in handling, various lens focal lengths — 
all between 11.5mm and 600—the Arriflex 16 has permitted us 
to complete our jobs in a short time, especially when working 
against weather deadlines or production schedules. 


Steve McCutcheon, above left, with his Arri says: ‘We used 
the Arri 16 a good many miles north of the Arctic circle in a 
temperature of 35 below zero and a biting 20 mph wind. The 
camera worked to perfection. No other camera can approach 
the ease and rapidity with which the Arri 16 can be used on 
dangerous wildlife assignments. Temperatures from 108 above 
to 42 below have not affected the versatility of the Arri 16. 
The registration pin, of course, is important during the cold 
weather. Regular cameras “‘breathe’’ or get out of focus. This 
never happens with the Arri 16. 


4 “ 
We “ __ 
‘ et we, 


Focusing his Arri 16 while filming a bow and arrow hunting 
picture of the Caribou during 1955 and 1956, Steve McCutcheon 
is shown on the upper drainage of the Little Nelchina River in 
the great Central Alaskan Plateau. 


The sharp, through-the-lens vision is the most highly prized 
specific point of quality in the camera. The electric drive has been 
particularly useful and we find the registration pin steadiness 
of the film makes excellent 35mm blowups from our 16mm 
positives. 


We feel, that the Arriflex 16 is without peer in the field of 
cinematography, primarily through its lightweight and exceed- 
ingly broad versatility. It is ideal for a studio instrument and for 
the rigorous field work in making Alaskan wildlife movies. Ours 
has stood some serious punishment and still functions accurately.’ 


(Signed): Steve McCutcheon 





FX 


“With the Arriflex we get better footage. It 
is lightweight, flexible and easy to handle — 
valuable for rush work.’’ 


“Because the Arriflex 16 is so lightweight, flexible and easy to 
handle it is extremely valuable for rush work. When the camera- 
man looks through the lens as he shoots, he gets better footage 
and the troublesome parrallax problem is eliminated. By just 
rotating the divergent turret he can visually check camera setups 


accurately. 


We have had no maintenance problems with our six Arriflex 
cameras. Some used steadily for a year have just been cleaned 


and oiled. 


We just recently filmed the ‘‘Univac Scientific Computer Story’’ 
at our Palo Alto research laboratories using the anamorphic 


‘ 


lens.” 
(Signed): Lockheed Missile Systems Division 


Lockheed scientists are shown with an Arriflex 16.in front of a 
giant UNIVAC machine at the Lockheed Missile Systems Division, 
Van Nuys, Calif. A Remington Rand technician at left manipu- 
lates the controls as Lockheed men Cecil Wallis, Charles Gekler, 
Glenn Miller, King Nicholson, J. S. ‘“‘Stan’’ Gilman, and Oscar 


Yerg, look on. 


The Lockheed X-7, controlled from the ground, flashes through 
the stratosphere at supersonic speeds to test ramjet engines for 
the U. S. Air Force. X-7 flies over test range at Holloman Air 


Development Center, Alamogordo, N. M. 
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“The Arriflex 16’s versatility is almost un- 
limited. It has helped tell our ‘Insurance Story’ 
to the public.”’ 


“Our department has only been working with movie productions 
for about three years. Our latest movie, ‘Reading, Writing—and 
Driving’, will be our biggest production. In this film we used a 
crew of three, cameraman-director, writer-narrator and a tech- 
nical consultant, who doubled as a script man. So you can see 
that it is being produced at minimum cost. With it we hope to 
encourage Boards of Education to adopt high school driver 
education courses. It is a 13% minute film which explains what 
goes on in these courses and why they are helpful. Designed for 
TV use, it is made with actual high school students. We feel we 
have saved more than enough money to pay for an Arriflex 16 
outfit by being able to produce this film ourselves. We are rela- 
tively young in movie production work, but we are learning with 
our Arriflex 16 leading the way. 

Previously our films have been primarily TV news clips, a few 





\ 








employee recruiting films on cities and the high school driver a » 
education film. Even now some of these productions are being OM 
shown more often than an outside produced film which cost our On location in Lynchburg, Va. filming movie “Reading, Writing 
company more than $30,000. and Driving’’. Two high school students who act in the film are 
To us, the attraction of the Arriflex 16 is its through-the-lens shown, above, with cameraman—Nils Lindquist. The students are 
viewing system. The electric motor and rheostat system and Lester Ellet (on left) and Ellen Grady (on right) both seniors in s 


accessories make its versatility almost unlimited.” the Lynchburg E. C. Glass High School. 


(Signed): Nils Lindquist 
Manager —Visual Aids 























BE On location in Lynchburg, Va. filming movie ‘Reading, Writing ’ 
and Driving’’. Nils Lindquist is cameraman. 
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3) 
“STANDARDIZATION FOR THE LONG HAUL” a spectacular scene Working on conveyor jobs, often hundreds of feet in the air, as in this j 
from the Barber-Greene movie, takes the viewer across the mighty St. scene, Barber-Greene’s movie cameramen appreciate the compact, 
Lawrence River from the Canadian side (foreground) to the American lightweight Arriflex 16 which permits them to shoot scenes of superb | 
shore (background) at a spot where Barber-Greene’s belt conveyors technical quality under most difficult conditions. ; 





will be supported on the towers to pour thousands of yards of concrete. 
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“We appreciate the Compact, Lightweight 
Arriflex. With it one man does the work of 
two.’’ 











“We are engaged in a ‘‘do-it-yourself’’ movie program insofar 
as is possible and our ARRI has let us handle a greater percen- 
tage of our work than previously. 








We can now shoot a lot of closeup work; i.e., flopover charts, 
equipment closeups, maps, graphs, still photographs, etc., for 
which we formerly paid $30.00 per hour studio time. Because 
the Arriflex 16 has a pilot pin, we also do stop motion animation 
and titles which we also had to ‘‘farm out’’ in the past. Further- 
more, the portability of the ARRI lets us send one man to shoot 
a job where two would otherwise have been required. We do 
not believe that there is any 16mm camera at twice the price 
which would give us the same quality of picture, versatility and 
portability of equipment that we get with the ARRI. 























Barber-Greene’s movie cameramen appreciate the compact, 
lightweight ARRIFLEX 16 which permits them to shoot scenes of 








“MOTION PICTURE SUPERVISOR” R. W. Richardson checks 
lighting of an interior scene before shooting it with Barber- 







: superb technical quality under most difficult conditions. Full- Greene’s ARRIFLEX 16 camera. ARRI’S through-the-lens focusing 
frame, through-the-lens focusing and shooting also helps in and highest quality lenses, which give maximum sharpness even 
composition of spectacular shots.’’ at widest apertures, has let Barber-Greene bring within their 






own producing organization, much interior and title shooting 
which heretofore was jobbed out. 





(Signed): Bob Richardson, Motion Picture Supervisor 





“The Arriflex has never failed us ... has cut 
costs ... made possible higher quality.’’ 


“The Arriflex 16 has been a real asset in our work. Its ease of 


operation and thru-the-lens viewing while shooting permits criti- 


cal focusing—even when using long focal length lenses—permits 


closeups of small moving creatures such as insects. 


Our field crews go into jungles, deserts, and mountains in 
search for the unusual in science photography. Under these 
trying conditions, the Arriflex has never failed us. It has become 
our standard for this vital part of our work. When you are after 


a ‘‘one in a million shot’’ retakes are impossible. 


The Arriflex 16 has cut costs and made possible a higher 


‘ 


standard of quality. The Arriflex 16 is a ‘‘must’’ for our kind of 


work. We have tried them all, and Arriflex is with us to stay.” 


(Signed): F. Wayne Crew 
Moody Institute of Science 


Cicadas, like other insects, are real puzzlers for any cameraman. 
Arriflex ‘‘Through-the-lens-focus’’ allows us consistent sharp 
images and easy follow with the telescopic lens. ‘Insect 
Methuselah” by M.1.S. (educational series). 


Ed Udey, M.I.S. field photographer, shoots wildlife in the jungles 
of Barro Colorado Island, Panama. Arriflex was used almost 


exclusively. 








“Certainty,’’ describes the Arri’s many ad- 
vantages. ‘‘It would be hard to tell you what 
the Arriflex 16 has meant to us.’’ 


“it would be difficult to tell you how much the Arriflex 16 has 
meant to us. We are a husband-and-wife team, producing what 
we call inspirational-educationals, mostly around agricultural 
subjects. Ours is a small business with large facilities. By that | 
mean that we have a fully equipped studio and keep it strictly 


up to date. 


During the forty years we have been in business, many 
improvements have been made in motion picture cameras but 
the Arriflex 16 meets a need of long standing. We ordered ours 
two years before we got it. It was worth waiting for. Its versatility 
was a definite advantage and its dependability especially valu- 
able to us in the production of two 25 minute color films recently 
for Keystone Steel and Wire Company, ‘Steel Wire in Agricul- 


aa 


ture’ and ‘Steel Wire for Industry’. 


(Signed): C.L. Venard 


Photograph by The Venard Organization 


Mr. Venard, directing photography, says, ‘‘We are certain with 
the Arri. Retakes are never necessary.’’ 








J tos Dane RAL Oe : — ; 

» Much of Mr. Venard’s work is with livestock in many parts of the ! 
country. Here he is shooting Santa Gertrudis in Arkansas. “‘Live- 
stock won't pose,’’ he says, ‘We must get them at the right 
moment and with the Arriflex, we are certain.” 


4 , « c Fal ~ a, ~ * + “ey ia 
eT terri po et 
Se Me te. * joe 4 
“* a. 7 ¥ " ‘2 


ae - 
ean Sr’ why 
» * 








a ae iets eas Bice a Me ee ee Ge SR 
- ARRIT|E 

“This whole operation would be impossible 

without the Arriflex 16 with its steady picture 


due to registration pin and its ease of han- 
dling.”’ 
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“We are delighted with its through-the-lens viewing and finding. 
Anyone who can see can get perfect pictures with an ARRI. 


Our operation is regarded as the outstanding development 
in educational films for 1956. Planned to bring worthwhile 
children’s materials to the motion picture and television screens, 
the Picture Book Parade series has gained wide acceptance in 
schools, libraries, and colleges as well as having been part of 
the CBS Network's, Captain Kangaroo show. 


We produce for about 10% of the cost of animation and 
find just as favorable response to what we are doing. Arriflex was used to shoot ‘The Story About Ping” by Flack and 
Wiese, one in a series of Iconographic motion pictures based on 
outstanding children’s books. Through this technique, developed 
by Morton Schindel at the Weston Woods Studios, Weston, Conn. 
the illusion of motion is imparted through a combination of 
(Signed): Morton Schindel, Producer camera movements upon the illustrations, skillful cutting, and the 
Picture Book Parade Film Series calculated placement of sound track elements. 


The Arriflex 16 is not just a piece of equipment. It is an 
inspiration. I've been saying that to people ever since | started 
using it. It's more like a work of art than a piece of machinery.” 





Bill Stoneback, Weston Woods Production Manager, shooting _ 


a scene from ‘The Story About Ping’’, U.S. best seller among re 


children’s films. fs, . Photographs by Weston Woods Studios 





is the foremost headquarters for 






ARRIFLEX:- 


SS 









16mm and 35mm cameras, 


blimps and accessories. 






As you might expect, CECO features the com- 
plete ARRIFLEX line. We have sold these superb 


cameras to the top pros in the TV, newsreel and 











commercial film field. We believe that for versa- 






tility and professional performance, you can't 
beat ARRIFLEX. Come in and see these 


beauties. You'll fall in love with them. How 






































XL-ARRIFLEX 16mm. Incorporates the most advanced developments 
ever featured in a Professional Motion Picture Camera, including about today? 
registration pin movement, side pressure rail, three-lens DIVERGENT 
turret and quickly interchangeable motors. Also includes such stand- 
ard Arriflex advantages as viewing and focusing through taking lens 
while camera is in operation. Viewfinder shows parralax-corrected 
right-side-up image. Accepts 100-ft. daylight loading spools; also 
accessory 400-ft. magazines. 





ACCESSORIES FOR ARRIFLEX 16: Large Choice of Lenses from 
11.5 mm to 600 mm °¢ 400 ft. magazines * nickel cadmium bat- 
teries * 110 volt Synch motor * Shoulder Pod. 








NEW 35mm MODEL 2A 
WITH 180° SHUTTER. For 
tough and trying assign- 
ments, ARRIFLEX 35 is in 
a class by itself. Reflex 
focusing through photo- 
graphing lens while camera 
is Operating —this is just 
one outstanding ARRIFLEX 
feature. 


Equipped with bright, 
right-side-up image finder, 
642 x magnification. Solves 





Le 4 all parallax problems. 3 ARRIFLEX 35 ACCESSORIES: 
ARRIFLEX 35 BLIMP is a sound-proof housing lens turret. Variable speed Lenses from 20 mm to 600 mm « 200 
for use with the Arriflex 35 camera using the motor built into handle op- to 400 ft magazines ¢ nickel cadmium 
400’ or 200’ magazine. Synchronous motor. erates from lightweight bat- batteries * 110 volt Synch motor ¢ Hi- 
Cast-magnesium alloy with black crackle finish. tery. Tachometer register- Hat adapter for use on Pro Jr Tripod ¢ 
Internal walls are lined with corduroy velvet. ing from 0 to 50 frames per Shoulder Pod. 
~ doors are sealed with foam rubber gaskets, second, Compact, _light- 
and secured by heavy clamp locks. Regular weishe for elher tslnod or 
cover and optical system is removed from ni 7 d filming. Takes ARRIFLEX EQUIPMENT 


Ca d replaced with ial hich : , . 

remy marpleced witha special cover which 209" or 400" magzzine- ALSO AVAILABLE FOR RENTAL 
Oversized focusing scale is linked with taking Write for free folder. 

lens and can be seen through window. 


ARRIFLEX 16 BLIMP ALSO AVAILABLE. FRANK C. ZUCKER 
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our factory-trained technicians are avail- 
able to give prompt guaranteed service. 














Dept. A 315 West 43rd St.,New York 36, N. Y. JUdson 6-1420 












Send 
Your Film 
To The 
Complete 16MM 
Service 
Laboratory 


Unsurpassed for... 


QUALITY 








SPEED 


























Personalized 


SERVICE 











MOTION PICTURE LABORATORIES, INC 
Phone BRoadway 5-2323 
. Memphis 4, Tenn. 


1672 Union Ave. 





The Waster Craftsman ship 
Yfour Film 2Deserves 














He Overnight Service —_. In The United States 





Automatic Daylight Processing 


DEVELOPING TANK 


* Processes up to 400 Ft. 

* 8mm-16mm-35mm 

* Movie—X-Ray—Microfilm 
* Motor driven portable 

* Tough plastic tanks 

* Uniform Density Assured 
* 70mm tank also available 


FILM DRYER 

e Motor driven 

* Speedy drying 

* Automatic shrinkage allow 
once 

* Stciniess steel and 
aluminum construction 

* Easily assembled without 
tools 

* Compoct, Portable 


Write for Free ery 


Heated 





Guaranteed. 


Micro Record Corp. « 


ar “South he. 
, N.Y. 




















What fabulous new 
cement guarantees 


to hold your 
splices 


permanently? . 5 
genet 


10z.40c Y2Pt. $1.50 1 Pt. $2.50 


Please include Postage with order. 
Write for free sample. 
Dealer Inquiries Invited 


RMAN & BASS. 
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Q UESTIONS relating to cinematography 
or other phases of film production 
are invited from readers and will be 
answered by letter by Walter Strenge or 
by other qualified members of the Amer- 
ican Society of Cinematographers. Ques- 
tions and answers considered of general 
interest will appear in this column.—£d. 





Ever since the advent of Cinema- 
Scope, I have wanted to shoot and 
project my own l6mm _ movies in that 
format. Subsequently, I purchased an 
anamorphic lens which is intended for 
use on both the camera and projector. 
Although it records pictures with a ratio 
of 2.6 to 1, I find that use of this lens 
cuts down the light so drastically, even 
when used at widest aperture, that most 
of my pictures are under-exposed. Like- 
wise, when using this lens on the projec- 
tor, there is consequent reduction of 
light, dimming the picture even more. 
Is there an anamorphic lens of better 
quality that I can use?—J. A. T., Los 
Angeles, Calif. 


We are not familiar with the 
lens mentioned that is giving you in- 
ferior results. However, both Bell & 
Howell Company and Bausch & Lomb 
are marketing CinemaScope-type lenses 
for 16mm _ cameras and _ projectors, 
neither of which require additional light 
for proper exposures. — Sol Halprin, 
ASC, Twentieth Century-Fox Studio. 
TH I was impressed with the sharpness 
of the underwater photography of 
“The Silent World.” I note the release 
print was made by Technicolor. Would 
you kindly advise (1) if the underwater 
sequences were shot in 16mm or 35mm. 
(2) If 16mm, what color negative was 
used? (3) What color negative was used 
for the scenes above water and for the 


sound-sequences ?—M. P. P., Winnepeg, 
Canada. 


Answer: 


Answer: “The Silent World” was pro- 
duced in France using 35mm Eastman 
Color negative for all sequences, It is 
likely the print you saw was made in 
Hollywood by Technicolor from facilities 
furnished by Societe Technicolor, France. 
Both 16mm and 35mm 2.35-to-1 Mega- 
scope anamorphic prints of excellent 
quality were made of this subject in 
Hollywood for Columbia Pictures Corp.., 


2 Octoper, 1957 


who released the subject in the U. S. 
All prints were made by the Technicolor 
dye transfer process.—Giff Chamberlain, 
ASC Associate, Technicolor Corp. 


Are the differences in lens-correction 

between the various lenses of differ- 
ent manufacturers so great that if one 
uses four different lenses—each made by 
a different manufacturer—on a_ turret 
camera a perceptible difference in picture 
quality will appear when results are 
screened? In other words, is it vital that 
four such lenses should be carefully 
tested and matched?—S. B., Chicago, Ill. 


Answer: It would depend more or less 
on what use is to be made of the lenses 
and what degree of critical results are 
expected. For major studio photography 
all such lenses would have to be careful- 
ly matched. On the other hand, for 
16mm amateur photography or for most 
16mm commercial film making, any 
differences between lenses—whic h would 
be slight at the 


most—would go un- 
noticed. 
Lenses made from certain formulas 


will produce results different from others. 
Certain lenses*have a pseudo-soft quali- 
ty; intercutting shots made with them 
with shots made with “hard” lenses will, 
of course, produce notable differences 


on the screen.—A.E.C. 


Until recently, all my wildlife pho- 

tography has been on regular Koda- 
chrome. Commercial demands for this 
subject material requires that I now shoot 
with Kodachrome Commercial film. 

In addition to using the Wratten No. 
83 filter with this film when shooting 
out-of-doors, is it necessary also to use 
a CC filter for balancing color, as in 
early morning or late afternoon? Can 
these filters be used together? Which 
type filter is best: gelatin or glass ?— 
J. S. M., Fasterville, Penna. 


Answer: My experience has been that 
an 83 filter plus whatever correction 
filter the light conditions may dictate 
for KC film will enable you to gei de- 


sired results, shooting throughout the 
day. Obviously the Kelvin rating of 


daylight will vary at different times of 
day, requiring constant check with a 
color temperature meter as well as ex- 
posure meter. Filters can be used to- 
gether and those of glass are most dur- 
able-—Ted Fogelman, ASC Associate. 
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The One-Stop 
SAVE over $ 





HOUSTON NA-35d 
domm Negative or Positive 


FILM DEVELOPING MACHINES 


e Can be converted to 16mm or Combination 16/35mm 










U.S. Gov’t. Paid Over $10,000 
YOURS FOR AS LOW AS... 


Entirely self-contained so that complete job is delivered 
wound on a reel, ready for immediate printing or projection. 
Speeds variable to 1200’ per hour plus, depending upon 
developing times. Loading and unloading spools are next to 
each other and to central panel containing motor drive, speed 
control, stop-start switch, development time indicator, thermo- 
stats, thermometers, fuses, transformers and relay cabinets. 
Buil in one complete unit, designed for continuous work. 
Simply connect into 220V AC, water system and to a drain. 
The Houston N-35 is for darkroom operation. Top drive with 
floating bottom elevators assures uniform tension of film dur- 
ing processing. Size: 110” long, 80” high, 33” wide. Ship- 
ping weight approx. 4000 Ibs. 


All orders subject to prior sale ® 


“1499 


COMPLETE WITH: 


5 Stainless 


Bottom 
tion, 
Pumo, 
Strip He 


Drains, 


Steel 


Tanks, 
Refrigera- 


Recirculation, Air 


Dry Box, 
aters, 


Blowers, 


Sprays. 


LIMITED QUANTITY! 


Used, 
cleaning 


complete, 


require 
$1495 


Used, but completely recon- 


ditioned 


$1995 


Immediate shipment F.O.B. N.Y. Plus Packing 








ACTION VIEWER 
& SOUND READER 


Available for Immediate Delivery! 











Professional 











lémm Action 
Viewer — pro- 
jects big, clear 
oerial image, 
3”x4” — oper 
ates left to 
right — elimi 
nates film 
scratching and 






damage to 
sprocket holes 
— built-in cue 
marking device 
—hum-free am- 
plification—syn 
chronized with 
Precision Sound 
Reader on Spe- 













—— cial Base or 
oa) b r 
$.0.S. Ediola Action Viewer mit. se te ao 
$.0.S. Optical Sound Reader 185.00 dividual use 
5.0.5. Viewer, Sound Reader & Base 362.45 we for bro 
or 
$ 0.58. Ediola Base onlv 49.59 
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JUNIOR 
TRIPOD 


Vastly Improved 
Over Any Tripod 
in its Class! 





For top professional per- 
formance. Fits all types 
of medium-weight cam- 
eras Outside, knurled 
camera tightening knob 
with angle gears. Tele- 
scoping, offset tripod 
handle with second han- 
dle position. Positive pan and tilt locks; 
Detachable, precision machined friction plate. 


large tightening levers 
One-piece leg locking 


knobs for quick adjustments, even tension. Aluminum leg supports 
with leg rest ledge—aluminum leg bearings. Extra smooth friction 
head, etc.—guaranteed 5 years. Write for brochure. 


ONLY $145 (Sturdy Fibre Carying Case $18) 


FILM NUMBERING PAYS OFF 


The Moy 16 ojo & 25 njn 
Visible Edge Film 
Numbering Machine 





Unnum- 
bered 
films 
cause 
confusion 
and 
loss of 
time. 




















Simplifies the task of checking titles, footage. Replaces cue marks 
pertorations, messy crayons, punches, embossing and other unsatis- 
ractory methods which mutilate film. Work prints showing special 
eitects, fades and dissolves require edge numbering to keep count 
oO; frames cut or added. Multiple magnetic tracks in CinemaScope 


ste-eophonic reco;dings make edge numbering a MUST. Write for 
brochure 
With New Improved Non-Clog Inking System, $2475 


“The Department Store of the Motion Picture Industry” 
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5.0.5. CINEMA SUPPLY CORP. 


WESTERN BRANCH — 6331 HOLLYWOOD BOULEVARD, HOLLYWOOD 28, CALIFORNIA — Telephone: HOLLYWOOD 7-2124 








602 WEST 52nd ST., NEW YORK 19, N.Y. 
Phone: 


EST fy 1926 


Plaza 7-0440 Cable: SOSOUND thle: 





> FOR AN EXCELLENT BUY IN ANIMATION & SPECIAL EFFECTS CAMERA STAND, SEE PAGE 623<—- 
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DOLLIES 


Fearless and 
Raby Panoram 
Dollies 

Crab and 
Western 


GRIP 
EQUIPMENT 


MacTon Turntable 
for Cars and 
Displays 

Mole Richardson 
Boom and 
Perambulator 
Parallels 

Ladders and Steps 
Scrims and Flags 


Dots and Stands 


Write or Wire 
for 
Catalog and 
FREE 
ESTIMATES! 





One Call for all You Need 


in 
LIGHTING EQUIPMENT RENTALS 









ANYTIME, ANYWHERE 


For quick service, expert advice 
and one low price for equipment, 
installation and removal, call on 
one of the nation’s largest suppliers 
of temporary lighting facilities— 
Jack Frost. His lighting equipment 
inventory is unexcelled. Below are 
just a few of the many items 
available for quick delivery 
whenever and wherever needed. 


PORTABLE POWER 
EQUIPMENT 
AC and DC Generators 15 Amps to 1500 Amps 


(Truck or Caster-mounted) 
Portable Transformers—Dry and Oil 


LIGHTING 


Complete M. R. Incandescent Equipment 
M. R. Intensity Arc Equipment 
Dimmer Equipment 250 W-10,000W 


Portable Substations 


Scoops 








Reflectors 
Bullboards 
Cable 














Dept. 
234 Piquette Ave., Detroit 2, Mich. 


Canadian Office: 


41 Kipling Ave., South, Toronto, Ontario 











BRILLIANT 
P E RFO RM A Pe Cc E That happy glow (limelight?) in Precision’s corner 


is simply the radiance of a solid reputation for 
sound, careful and accurate film processing 
Wotta performer 

Precision is the pace-setter in film processing. In 
the past, Precision found techniques to bring the 
best out of black and white or color originals. 


In the present, facilities are the profession’s very 





best for any of your processing needs. 
And, in the future, Precision will, as usual, be 
first again (depend on it) with the newest 


developments to serve you better. 


you'llsee | : ey F Vale Mal-t- 1g 
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21 West 46th Street, New York 36, New York 


AD Si¢ OF A MAURER, IN( 


In everything, there is one best .. . in film processing, it's Precision 








| modular 


MIXING CONSOLES 


for custom installations 


. by Magnasyne 





“heb i.e 











System shown assembled 
from modular units is for a 


large studio in the Orient, 


What are your mixing requirements— monaural, 
stereophonic and optical-directional sound all in one 
console? Interlocked dubbers, recorders and projectors 
all in one system? Magnasync low cost modular 
construction makes custom consoles and tailored 
systems practical in any studio installation, 

large or small, 


Magnasync consoles are designed with quality 
components throughout... modern slide-wire 
attenuators for mixing... precision potentiometers for 
program equalization... push button remote interlock 
control. Magnasync systems are designed by and 

for magnetic film recording engineers! We will be 
happy to submit a proposal based on your 

individual requirements. 





INTERNATIONAL LEADERS IN THE DESIGN AND MANUFACTURE OF QUALITY MAGNETIC FILM RECORDING DEVICES 
a 3)=—« a | | ele 
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MAGNASYNC MANUFACTURING CO., LTD., 5546 Satsuma Ave., North Hollywood 1, Calif. 

















DEALERS 
MAMAS HMC Hie NEW YORK—Camera Equipment Co., 315 W. 43rd St. SAN FRANCISCO — Brooks Camera Co., 45 Kearney St., 
ete < New York 36 JUdson 6-1420. Cable Address CINEQUIP. San Francisco, Calif. EXbrook 2-7348. 
nie CHICAGO —Zenith Cinema Service, Inc., 3252 Foster INDIA—Kine Engineers, 17 New Queen's Road, 
IND SYSTEM Ave., Chicago 25, Ill. IRving 8-2104. Bombay, India. 
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P&B PARADE OF NEW PRODUGTS 











MOVISCOP-VIEWER 


Most Brilliant & Sharpest Im- 
age of any Viewer—2 \/, x3 Y/,” 
Picture Size. Notching Device 
Use — Operates 
on 110 to 240 volts AC. 


Guaranteed not to scratch. 





— Universal 


List Price $125.00 


SPECIAL INTRODUCTORY OFFER 


COMPLETE OUTFIT— 





PIC-SOUND EDITOR 


Consisting of—Movi- 
scop Viewer, Precision 
Optical Sound Reader 
#600 RL and Base. 


List Price $370.00 


$295.00 « 


(This offer good only 
limited time.) 





F&B SPLIT 
REELS 





Famous for Sturdy, Long-Lasting Construction. 
Every Film Maker should have some. 

400 ft. Steel-..... ...$ 4.50 
800 ft. Steel.. 6.00 
1200 ft. Steel. 7.50 
1600 ft. Steel. . 9.00 
2000 ft. Steel.. . 11.00 


F&B 
CAMERA 
SLATE 


New Model— 
LARGE 11x14 Size, 
Sturdy-Durable Construction. 


SCENE [ue SOUND 


RE > ee 
a 
CAMERA _ 





Erasable Slate Finish, 


Reg. $8.75... 


F&B LEG-LOK TRIANGLE 


Folding, All 
num Construction — 
with Leg-Lok clamps. 


Alumi- 


Prevents Accidents— 
Keystone Center for 
Rigidity. 





Adjustable Legs. 





ee Soe... GRcicies 





MOVIOLA TITEWIND 


16mm, 





Compact, 


Rewinding & 


Efficient Unit for 
17%.mm or 35mm 


Titewinding 


on Cores or Reels—Iincludes 
Double-Duty Hub. 


$33.00 


COMPLETE EQUIPMENT RENTAL SERVICE 


AND WE DO MEAN SERVICE 


Mitchell, Arriflex, Eyemo, Auricon Filmo, Cine Spe- 


cial CAMERAS- 
GUARANTEED PERFECT & IN 
EXCELLENT WORKING ORDER 


LIGHTS, DOLLIES, BOOMS, GRIP 





EQUIPMENT, RECORDERS... 


Moviolas - Projectors - Editing Equipment 


DELIVERY 4 PICKUP SERVICE... 











IMMEDIATE MAINTENANCE ... 
y at) ed 6? ob A) 8 1 


Try F&B Rental Equipment for 
Guaranteed Performance 


TEWE DIRECTOR’S 
FINDER 





The only efficient, accu- 


rate Director's View Find- 


er: Used in all leading 
studios. 
Three Models Available: 
35mm Model—Focal Length 25 to 200mm $68.50 
35mm Widescreen Model—Covers al! Ratios 

from 1:75 to 2:55 ; $98.50 
16mm Model—fFoca!l Length—1!1.5 to 75mm $68.50 


All Models Provided with Leather Case 
and Neckchain. 





F&B AUTO-MATIC SPLICER 





aa 





F&B CHANGING BAG 


Finest, Rubberized, Lightproof Fabric. Generous 
35”x44” Size with Elastic Arm Holes. Double 








ELITAR LENSES 


A New Line of Excellent, Low-Priced Lenses for 








Zippered, Including Zipper Carrying Case— all 16mm Cameras— 
5 eR Ree $54.50 
*y oo Ln | 59.50 
9 
| en 17mm F2.5 ....... 24.95 
. epee. ie Mere canes 25mm F1.5 37.50 
The New Standard for A itin ooms. Exclusive 
Pre-Set Scraper insures Perfect Cheam Scraping to $13.95 3” F3.2 nee aes 24.50 
Exact — pom Pressure. New, 050 = 
bo cs Saedel a 104.50 3 FI.g sunenensineinnabebenen 33.50 
FLORMAN & BABB, INC. 
68 West 45th Street, New YORK 36, N.Y. MU 22-2928 
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| Photographic 





Assignments 


Who, where and what the industry's cameramen were shooting last month. 


“Asterisks indicate television film productions. 











ALLIED ARTISTS 


@ Lee Garmes, ASC, “Never Love a Strang- 
er” (shooting in N.Y.), with John Barrymore, 
Jr. Robert Stevens, director. 


@ Harry Neumann, ASC, “On the Make,” 
with Huntz Hall and Patricia Donahue. Wm. 
Beaudine, director: “Cole Younger, Gun- 


fighter,” (CinemaScope & Color) with Frank 
Lovejoy and Abby Dalton. R. G. Springsteen, 
director. 


@ Harry Mimura, “Hong Kong Incident,” 
(shooting in Hong Kong) with Jack Kelly. 
Paul F. Heard, director. 


AMERICAN NATIONAL 


Askins, “Tombstone Territory” * 
Walter Doniger, director. 


@ Monroe 
(Ziv-TV). 


ASC, “Adventures of Super- 
with George Reeves. Tom 


@ Josern Biroc, 
man” (Ziv-TV), 
Carr, director. 


Patrol” * (Ziv- 
Jack Herz- 
( Ziv- 
Blair, 


@ Curr Ferrers, “Highway 
TV), with Broderick Crawford. 
berg, director; “Harbor Command” * 
TV). with Wendell Corey. George 
director. 


@ Bos Horrman, “Tombstone Territory” * 
(Ziv-TV). Leon Benson, director: “Harbor 
Command” * (Ziv-TV), with Wende!! Corey. 
George Blair, director. 


BILTMORE STUDIOS (New York) 


@ J. Burct Conrner, ASC, “The Mugger” 
(Barizon Prod. for UA release), with Kent 
Smith and Non Martin. William Berke. 


director. 
CALIFORNIA STUDIOS 


“The 
Bendix. 


Life of 
Jean Yar- 


@ Lucien Anoriotr, ASC, 
Riley,”* with William 
brough, director. 


Gun Will 
Richard 


@ Witttam Marcuties. “Have 
Travel,”* (Filmaster Prod.) with 
Boone. Andrew McLaglen, director. 


@ Rocer SwHermMan, “Matinee Theatre,” * 
Various directors. 
@ Freer Sournucott, “Gunsmoke,”*  (Fil- 


master Prods.) with James Arness and Dennis 
Weaver. John Rich, director. 


@ Lester Wuite, ASC, “Boots & Saddles 
The Story of the Fifth Cavalry.”* (Calif. 
National Prods.). Wm. Hole and B. Kowalski, 


directors. 
CENTAUR STUDIOS 
@ Brypon Baker, “Girl on the Highway,” 


with Robert Armstrong and Kathy Marlowe. 
Ronnie Ashcroft, producer-director. 


COLUMBIA 
@ Henry Frevuticu, ASC, “Wild Bill 
Hickok” * (Screen Gems), with Guy Madi- 
son and Andy Devine. Louis King, director. 


CINEMATOGRAPHER 
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@ Ray Cory, ASC, “Casey Jones” * (Screen 
Gems). 
“Circus Boy” * (Screen Gems), Fred Jack- 
man, director; “Father Knows Best” * (Screen 
Gems), with Robert Young and Jane Wyatt. 
Peter Tewsksbury, director. 


@ Burnett Gurrey, ASC, “Screaming Mimi,” 
with Anita Ekberg and Phil Carey. Gerd 
Oswald, director. 


@ Bens. Kune, ASC, “Circus Boy” * (Screen 
Gems). Wm. Beaudine, director. 


@ Irvinc Lippman, “Adventures of Rin-Tin- 
Tin” * (Sereen Gems). with Lee Aaker and 
James Brown. Robert Walker, director. 


@ Hat Monur, ASC, “The Line Up,” with 
Eli Wallich and Mary La Roche. Don Siegel. 
director. 


@ F. E. Moore, “No Time to Die” (Cinema- 
Scope: Warwick Prods.: shooting in Libya) 
with Victor Mature and Leo Genn. Terence 
Young, director. 


@ Oswatp Morris. “The Key,” (Highroad 
Prods.; shooting in England) with William 
Holden and Sophia Loren. Sir Carol Reed, 
director. 








AMERICAN SOCIETY 
OF CINEMATOGRAPHERS 


FOUNDED January 8, 1919, The Ameri- 
can Society of Cinematographers is com- 
pised of the leading directors of photog- 
raphy in the Hollywood motion picture 
and TV film studios. Its membership also 
includes cinematographers in foreign lands. 
Membership is by invitation only. 


& 
OFFICERS 


Burnett Guffey, President 
Arthur Edeson, First Vice-President 
Hal Mohr, 2nd Vice-President 
Joseph Ruttenberg, 3rd Vice-President 
Arthur Miller, Treasurer 
Charles G. Clarke, Secretary 
Robert de Grasse, Sergeant-at-arms 


BOARD OF GOVERNORS 


John Boyle, Milton Krasner, Victor Mil- 
ner, Robert Pittack, Ray Rennahan, Wil- 
liam Skall, Paul Vogel, John Seitz. 


ALTERNATE BOARD MEMBERS 


Hal Rosson, Lee Garmes, Sol Polito, 
John Arnold, James Van Trees, George 


Clemens, Joseph MacDonald, Harry Perry, 
Lester Shorr, Ellis Carter. 


Abbey Berlin, director; Kit Carson, 
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Tristesse,” 
(CinemaScope & Color: shooting in France) 


@ Georce Perinat, “Bonjour 


with David Niven and Deborah Kerr. Otto 
Preminger, producer-director. 


@ Freppice Younc, ASC, “Gideon’s Day,” 
(Columbia British Prod. Ltd.; shooting in 
London) with Jack Hawkins and Anna Lee. 
John Ford, producer-director. 


@ Jack AsnHer, “The Snorkel” (Hammer 
Prods.: shooting in Italy), with Peter Van 
Eyck and Betta St. John. Guy Green, director. 


WALT DISNEY 


* 


@ Gorpon Avir, ASC, “Zorro.” Various 


directors. 


@ Water Castie, ASC, “Spin & Marty.” * 
Charles Barton, director. 


@ Ray Fernstrom, ASC, “This Is America.” 
(Shooting in New England and Chicago.) 
Jim Alger, director. 


@ Ettswortu Frepricxs, ASC, “The Light 
in the Forest,” with Fess Parker, Wendell 
Corey and Joanne Dru. Herschel Daugherty, 
director. 

' FILMCRAFT STUDIOS 


ASC, “You Bet Your 
Marx. Robert Dwan, 


@ Virci. MILLER, 
Life.” * with Groucho 
director. 


FOX WESTERN AVENUE STUDIOS 


@ CuHartes Van Encer, ASC, “Broken Ar- 
row,’ * with John Lupton. Richard Bare, 
director. 


@ Frank Repman, ASC, “The Perry Mason 
Show,” * with Raymond Burr. Chris Nyby, 
director. 

GENERAL SERVICE 
@ Neat Becxner, “The Adventures of Ozzie 
& Harriet,” * (Stage 5 Prods.) with Ozzie, 
Harriet, David & Rickey Nelson. Ozzie Nel- 


son, director. 


@ Arcu Daizert, “Panic” * (MecCadden 
Prods.). Various directors. 

@ Frank Puiiups. “Navy Log.” * (Gallu 
Prods.). Sam Gallu, director. 

@ Puitiep Tannura, ASC, “The People’s 
Choice,” * (Norden Prods.) with Jackie 
Cooper and Pat Breslin. Jack Cooper, 


director. 


@ James Van Trees, ASC, “Burns & Allen 
Show,” * (MecCadden Prods.) with Gracie 
Allen and George Burns. Rod Amateau, 
director: “Bold Journey” * (Advenco Prods. ). 
Sherman Rose, director. 


@ Harry Witp, ASC, “Bob Cummings 
Show,” * (Laurmac Prods.) with Bob Cum- 
mings and Rosemary De Camp. Bob Cum- 
mings, director. 

GOLDWYN STUDIOS 
@ Norsert Bropine. ASC, “The Loretta 
Young Show.” * (Lewislor Prods.) with 


Loretta Young. Various directors. 
5 


@ Sam Leavitt, ASC, “The Frank Sinatra 
Show,” * (Hobart Prods.) with Frank 
Sinatra. Various directors. 

INDEPENDENTS 
@ Lionet Baines. “Strangle Hold.” (Amal- 


(Continued on Page 684) 


























INTRODUCING THE 


AQUARRI 


all new underwater housing for Arriflex 16 camera 
made to U.S. Navy specifications by BIRNS & SAWYER*! 











F.0.B. LOS ANGELES a 49 5 00 


Giving the already versatile Arriflex 16 camera 
new fields to cover is the all new Birns & Sawyer 
underwater blimp. Made to U.S. Navy specifica- 
tions, the AQUARRI is of clean, functional design, 
engineered by Birns & Sawyer in conjunction with 
Hollywood and U.S. Navy cameramen and divers. 


The AQUARRI is tested to a depth of 160 feet. 
Compact, streamlined, it slips through the water 
easily. Adjustable balance plates compensate for 
balance and buoyancy in either fresh or salt water. 
Made of cast aluminum, anodized and painted for 
double protection. 

The AQUARRI brings good news to geologists, oil 
hunters, marine salvage firms, marine biologists, 
etc., who need the adaptability of the battery- 
driven Arriflex 16 with 500-foot film load for 
underwater work. 


fo) *BIRNS & SAWYER stocks, sells, and services more Arriflex cameras and 


aie accessories for industrial, motion picture, television and educational 
BIRNS & SAWYER 


8910 Santa Monica Blvd. Los Angeles 46 - OLeander 5-6970 


Open, AQUARRI rests on hand-molded handles 
for easy loading. Battery nestles in blimp door. 
Nose glass is water-white for true color filming 


Rear view shows: viewing port, shutter control, 
motor speed adjustment. Right handle knob con- 
trols focus. Left handle has thumb switch 
Sportsfinder of stainless steel has two-position 
parallax sight 


Side view shows camera and magazine in posi 
tion. Cadmium-plated gears control aperature 
and focus. Built-in filter holder mounted in front 
of lens. Magnifying lens enlarges view of eye- 
piece prism 


CINE EQUIPMENT 
PHOTO SUPPLIES 
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REHEARSAL—James Mason cnd Inger Stevens rehearse for an 
important scene in ‘‘Cry Terror,"’ as (L to R) production assistant 
Virginia Stone, Producer-director Andrew Stone, Director of 
Photography Walter Strenge, ASC, and assistants look on. 
Scene, like others, was enacted in private home instead of on 
studio-built set, posing photographic challenge for the camera- 


HERE A BLACK-AND-WHITE production does not require 

large and lavish sets, most if not all the interiors can 
be shot on actual locations, thanks to the faster negatives 
now available and powerful portable lighting equipment 
such as Colortrans and Garnelites. Indeed, so many success- 
ful feature films have been shot this way by or for Holly- 
wood major studios in recent months that it now is estab- 
lished practice for many low- and medium-budget films. 

While the idea is not at all new, it has come in for sharp 
reappraisal by the studios in these days of steadily rising 
production costs, when it is only natural for producers to 
seek ways and means to achieve the desired results at the 
lowest possible cost commensurate with quality production. 

Sometimes, however, cutting costs is not the salient motive 
so much as getting the realism that certain real locations can 
give to a production—especially if it is a highly suspenseful 
and dramatic one such as “Cry Terror,” which I recently 
completed photographing for Andrew Stone, who produced 
it for M-G-M, 

The photography of this picture—in black-and-white and 
185-to-1 ratio—reflects many interesting aspects, involving 
as it did numerous problem-lighting situations which we 
constantly faced when setting up to shoot scenes in various 
private homes, buildings, etc., in Los Angeles—locations 
that were chosen more with an eye to their adaptability to 
the story than for their photographic possibilities. Yet cam- 
eramen often benefit considerably from just such challenges 

accomplishing surprising lighting and photographic re- 
sults in rooms, halls and corridors of remote locations that 





REALISM IN REAL 
SETS AND LOCATIONS 


Shooting in natural locations with aid of 

fast film and portable lighting equipment 

enhances realism of M-G-M’s suspenseful 
production, ‘Cry Terror.”’ 


STRENGE, A.S.C. 


By WALTER 
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DRAMATIC SCENES were filmed (above, center) in Christopher Street 
Subway, Hoboken, N. J. It was here that fumes from mobile generator 
laid low many of cast and crew. Photo at right shows Walter Strenge, 
Mason, Director Stone and camera crew in elevator shaft of downtown 
Los Angeles office building, preparing to shoot a sequence of chase 
scenes. Porteble lighting equipment made such location interiors pos- 


sible, says Strenge. 
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never would be considered feasible if 
similar sets were erected on the sound 
stage. 

“Cry Terror” was filmed entirely out- 
side the studio, Not a single set was 
built. Instead, “sets” were the real thing 

rooms, halls and stairways in private 
homes; suites, corridors and the elevator 
shaft of an office building; the interior 
of a bank and a hospital; and deep in- 
side a New York subway tunnel, ete. 

The limited working area of such 
locations imposed limitations in the size 
of our technical crew, which consisted 
of five cameramen, four soundmen, three 
electricians, two grips, and one property 
man. Because none of the actors wore 
makeup, the company dispensed with a 
makeup man and hairdresser. 

When shooting in the Los Angeles 
locations and using portable lighting 
equipment, we used the power sources 
found in the homes and places of loca- 
tion. The only time a generator was used 
on the entire picture was when shooting 





SHOOTING in residence living room, using 
two clamp-on Garnelites and a Colortran 
Masterlite. 





PORTABLE lights proved more than adequate 
to light long and medium shots made in 
privete homes for “‘Cry Terror." 


in the New York subway. The portable 
lighting equipment used for location in- 
teriors consisted of sixteen Garnel and 
Colortran light units, and four Colortran 
power converters. This was augmented 
by four Baby Spots, two Juniors, and an 
assortment of lighting accessories such 
as barn doors, scrims, etc. 

Among the most helpful items of grip 
equipment were the panels of neutral- 
density Plexiglas which I used to bal- 
ance daylight, coming through windows, 
with the incandescent lighting. The 
sheets, 4 by 8 feet in size and about 
1g-inch thick, were large enough to com- 
pletely cover the average window of 
most of the residences in which we shot 
scenes for the picture. We had panels 
in various densities so that when I en- 


countered conditions of diminishing 


light intensity out of doors, this would 
be equalized by replacing the Plexiglas 
panels with those of lighter density, In 
making daytime shots from interiors 
with the camera facing Plexiglas-cov- 





PORTABLE, light-weight units such as Master- 
lite shown here on stand eased lighting 
problems on location interiors. 


ered windows we lit the interiors at the 
highest possible key in order to stop 
down and achieve a balance with the 
exterior light. When photographing 
scenes on locations where the lighting 
was mixed with filtered daylight, I used 
Eastman Plus-X. 

When shooting on the same locations 
at nighi, where it was necessary to pick 
up some exterior scenic elements as seen 
through the windows, I used Baby Spots 
with the Fresnel lens removed (which 
produces a soft, over-all lighting) plus 
a few of the Colortran Master-lites. In 
this way I was able to keep the illumina- 
tion volume down and open up the lens 
to {/2.5, using Tri-X film, in order to 
get the desired exposure on the exterior 
portion of the scene. 

Traveling light as we did, we shot 
many location scenes using only two or 
three Colortran lights—and in some 
cases, using only the existing light— 
with Tri-X film in the camera, of course. 


(Continued on Page 678) 





TYPICAL lighting achieved with portable 
lights powered by house current on location 
interior is shown in this closeup. 





DRAMATIC lighting achieved by use of 
Garnelites and Colortrans in residence in- 
terior, using only house current. 
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skillful 
achieved with portable lights used on a 


ANOTHER example of lighting 


remote location interior. 
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Use And Abuse Of The Zoom Lens 


When the script specifies a dolly shot, a zoom lens often 


can serve the purpose and thereby cut production 


By JOSEPH 


OOM LENSES are seeing increasing use in the hands of TV 
Z newsreel cameramen, 16mm cinematographers, and not a 
few amateur movie makers. However, many professional 
cameramen in the fields of industrial, educational, and doc- 
umentary film production remain “anti-zoom” in attitude 
and insist on making a dolly shot when a zoom lens would 
serve the purpose and save time and money for the producer. 
The faults of the first zoom lenses—poor resolution, spher- 
ical abberations, light loss and a general lack of overall 
sharpness throughout the zooming range—prejudiced many 
of these cameramen following the initial tests, and they nat- 
urally think of any zoom lens in the light of earlier experi- 
ences. 

The zoom lens of today—whether Zoomar or Pan-Cinor- 
is a greatly improved instrument. Placed on a camera turret 
along with standard lenses it can be used interchangeably 
without detection in the screened result. It will match regu- 
lar lenses in sharpness and color quality and will intercut 
perfectly. The latest Pan-Cinor is available with a reflex 
finder that permits viewing through the lens while filming, 
thus eliminating the parallax problem. Use of any zoom on 
a mirror-reflex camera, such as the Arriflex or Camerette, 
eliminates both parallax and focusing problems, since these 
cameras permit the image to be focused and viewed at all 
times through the reflex finder. 

Admittedly, the zoom lens will never replace the camera 
dolly. Only the dolly shot gives the impression that the ca- 
mera is actually going somewhere. Only when the camera 
moves do people and objects move past each other. This ab- 
sence of space parallax in zoom shots destroys the illusion 
of movement, since the camera shoots from a fixed view- 
point. Thus a zoom lens can be used to photograph flat 
copy with the same results achieved in a dolly shot—but it 
can not duplicate the three-dimensional effect of a dolly shot. 

In the extreme, the zoom lens gives the impression of an 





ARRIFLEX-16 equipped with Pan-Cinor zoom lens. 
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costs. 


MASCELLI 


optical effect since it appears to magnify or reduce the size 
of objects. At its best it can closely imitate a moving cam- 
era. Clever use of the zoom lens therefore can cancel its 
inherent faults and multiply its assets. Its value to the small 
producer is incalculable because it offers the speedy solu- 
tion to modern filming problems where the script demands 
camera movement, despite a small budget that limits use of 
dollies, track, extra personnel and the time consumed in 
setting up and in rehearsing both actors and crew. This is 
particularly important- on location where it is often impos- 
sible to transport a dolly, lay track over uneven ground and 
accomplish filming without seriously delaying production. 

The least effective zoom shots are made when the camera 
is filming a scene from a distance (particularly from a high 
angle) with nothing in between the camera and the action. 
Rather than the illusion of traveling through space, the aud- 
ience receives the impression that the scene is being magni- 
fied and brought closer. It is as if the cameraman suddenly 
switched to a telephoto. 

Nevertheless, a zoom lens imaginatively used on scenes of 
this kind can benefit from the peculiar attributes of the zoom 
device. The necessary illusion of space parallax can be im- 
plied by carefully placing people or objects at various dis- 
tances in the scene so that, as the zoom progresses, they ap- 
pear to move past one another and slide into or out of the 
scene. In such instances, shooting “straight on” should be 
avoided. Shooting from a three-quarter angle will increase 
the three-dimensional effect. Also, excellent use can be made 
of framing devices, such as doorways, arches, iron grilles, 
overhanging tree branches, etc., by having them come into 
the picture and surround the view as the zoom picture’s bor- 
ders widen. In this way there is created the illusion of the 
camera actually moving back during the shot to reveal the 
framing device. 

Zooming action must be slow and smooth to approximate 





NEW 35MM Pan-Cinor zoom lens mounted on the Camerette. 
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the movement of a good dolly shot. A roughly-executed 
zoom, particularly one that starts with a jerk and then chat- 
ters hesitantly, is the poorest of techniques. In order to emu- 
late a dolly or tracking shot in zooming you must imitate the 
action of the moving camera. In professional practice a 
dolly starts up slowly, moves smoothly and steadily and then 
decelerates to a stop. The speed is varied, of course, accord- 
ing to the action being filmed. In the same way zooming 
should start slowly, then swing into a precise and definite 
speed to match the action, then glide to a stop. Don’t bang 
the end of the zoom lever into its final position abruptly. 
Visualize how the shot would appear if it were being filmed 
from a dolly and imitate the action with the zoom lens. 

The secret in zooming is: slow and smooth, with an almost 
imperceptible combination of panning and tilting to keep the 
action perfectly composed throughout the shot. Use of the 
new fluid heads, particularly on a transverse pan and tilt, 
will greatly aid in achieving professional smoothness, The 
fluid head can be started without a jerk because there is no 
inertia to overcome and it can be panned and tilted with- 
out chattering. With a little practice an accomplished cam- 
eraman can coordinate the zooming action and the fluid 
head movement with a smoothness that captures a flowing 
scene rivaling the best in dolly shots. 

The possessor of a zoom lens, particularly if recently ac- 
quired, will tend to use it on every possible shot to the ex- 
clusion of other lenses. This is tantamount to making every 
scene a dolly shot! Restraint therefore must be employed so 
that zooming is utilized only when the action calls for cam- 
era movement. Use of the zoom lens is simply a means to 
an end, not an end in itself. The zoom effect must be justi- 
fied. It is logical only when it enhances the action and aids 
in dramatically telling the story. 

Another common fault in using this lens is to zoom both 
ways. Only when the script calls for dollying in and out 
should one zoom back and forth. In some instances, such as 
in single-system newsreel filming where it is impossible to 
cut the camera because of the sound track, the only way to 
get back to the long shot is to return the zoom to its original 
position. This is poor photographic technique and should be 
avoided whenever possible. Constant readjustment of the 
zooming lever for slight correction should also be avoided 
since it gives a jerky appearance to the scene. Once you 
have made the zoom, leave it alone and continue filming 
without minor adjustments. 

It is not always necessary to employ the entire zooming 
range—often a slight zoom, like a short dolly movement, is 





THE ZOOM LENS, when combined with follow-focus, can be 
utilized to simulate a tracking shot for scenes such as this. 
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WHILE THE ZOOM lens is not a substitute for the dolly, it 
nevertheless can be utilized by the industrial film producer to 
simulate many of the photographic effects normally accomplished 
with the dolly-mounted camera—and with marked savings in 
production time. 


all that is needed. Don’t be a show-off. Use the lens with 
discretion; consider it another tool to aid in the story telling. 
Remember, when the zoom lens steals the scene by detracting 
from the story it should be discarded. 

The zoom lens can even be utilized to simulate a tracking 
shot in which the actors appear to walk along with the cam- 
era tracking directly in front of them at a fixed distance. 
This calls for a good assistant on the follow-focus, one who 
can change focus as the actors approach, while the camera- 
man operates the zoom lever. A shot of this type is begun 
with the zoom lens in telephoto position, with the actors about 
35 or 40 feet distant, as for a medium two-shot. 

As the actors walk slowly toward the camera the assistant 
changes focus while the cameraman swings the zoom lever 
to maintain constant image size. The actors will be able to 
walk up to within ten feet of the camera before reaching 
the end of the zoom. This type of scene is best filmed against 
a plain sky, wall or backdrop, since the spacial relationship 
between the actors and the background will appear to be 
constantly shifting as the zoom progresses. The background 
will appear to be close to them in the beginning (as in a 
telephoto shot) and, of course, appear to ‘be greatly sepa- 
rated at the end of the zoom (as in a wide-angle shot). 
However, this strange background behavior will go unno- 
ticed if the action in the scene is sufficiently interesting. Here 
the zoom lens is a wonderfully simple, effective and inex- 
pensive way to fake a tracking shot. 

The versatility of the zoom lens can be extended when 
combined with follow-focus filming. Here the same focusing 
rules apply to the zoom lens as to the standard lenses on the 
camera; however, depth of field will vary during the follow- 
focus shot since the zoom lens will function both as a tele- 

(Continued on Page 677) 
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FAR FROM HOLLYWOOD, 


in the Louisiana Cajun country, and 
using sun reflectors for booster light, the Saizis brothers photo- 
graph scenes for American National Films’ “Bayou,” starring Lita 
Milan and Peter Graves. Taking light reading (center) is Ted Saizis. 





USING STANDARD HOLLYWOOD techniques and equipment (the 
latter rented from east coast suppliers) Ted and Vincent Saizis make 
a trucking shot for “Bayou"’ on location near Lafitte, Louisiana. 
Note sound man holding mike over heads of Milan and Graves. 


Location Photography Their Specialty 


These veterans of the rough and rugged school of 
newsreel photography photograph everything on lo- 
cation from theatricals to shorts and industrials. 


AKE AN INACCESSIBLE cave 300 feet 

deep and 200 feet wide. Fill it full 
of principals, extras and_ technicians. 
Complicate your light balance with a 
large cave entrance that lets the sun 
shine in when you are shooting day-for- 
night and you know the type of prob- 
lems faced by directors of photography 
Ted and Vincent Saizis on their recently 
completed filming of “Natchez Trace” 
in black-and-white for Panorama Pro- 
ductions in Tennessee. 

Power was a problem, too, because 
the cave, located at Natural Bridge, 
Tenn., was too inaccessible to truck in 
generators. The local power company 
brought in wires and hooked up a 
transformer. This gave the Saizes 800- 
amps to light the crowd and produce 
torch-like lighting effects. So they 
stretched their amps and came out with 
the desired results, 

The sunshine which streamed into 
the cave made any kind of light balance 
impossible. The only thing to do, it 
seemed, was to use a tarp. A quick 
call to Nashville turned up a 90 by 60 
foot circus tent which the company 
rented. Twenty-four hours later it was 
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erected over the cave entrance, permit- 
ting the cave to be lit like a regular set. 

Throughout the 17-day shooting sched- 
ule for “Natchez Trace,” photography 
was hampered by clouds. Shooting 
would begin when the sun was out full 
and the company would have to finish 
the last shooting of the day with but- 
terflies and 10,000-watt lamps. Added 
to this was the fact 30 percent of the 
film was day-for-night, another problem. 

One particular scene with star Zach- 
ary Scott, filmed on a circular bench 
around a tree in front of a mansion, 
should have been a process shot. On 
top of that, it, too, was a day-for-night 
shot. By using good cross and back 
lighting and appropriate filters the Sai- 
zis brothers were able to simulate a nat- 
ural night-time atmosphere. 

Because of the abundance of day-for- 
night shooting, make-up man Webb 


THE SAIZIS BROTHERS — Vincent (left) 
and Ted — whose services as location 
cameramen are constantly in demand, al- 
ways work as a team. 


a Octoser, 1957 


Phillips developed a special application 
of make-up so that the camera techni- 
cians could use filters for getting perfect 
facial tones without going on the chalky 
side. That enabled them to film entire 
sequences including closeups with the 
proper effect of day-for-night. 
This special make-up, plus the cut- 
ting experience and understanding of 
(Continued on Page 680) 
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WHEN SHOOTING in a factory or mill, the cameraman too often encounters problems not 
foreseen when the script was being prepared. Careful scripting can make his task easier 
and insure the kind of photography that holds audience interest. 


Putting Interest-value 
Into Business Films 


It’s got to be in the script in order to 
interpret it photographically. 


By W. G 


HE FUNCTION OF the sponsored or 
| protansene motion picture is to ex- 
plain the “how” and “why” of some- 
thing, and in so doing to stimulate an 
interest in, if not a desire for, the pro- 
duct or services of the sponsor. The in- 
dustrial film producer has two mediums 
at his command to accomplish this: 
sound and pictures. He lays the founda- 
tion for the film by writing a script 
that describes the way the scenes are 
to be photographed and sets forth the 
text of the dialogue or narration. 

The secret of successful business film 
scripting is to ferret out the really in- 
teresting story of the sponsor and get 
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it on the screen. How this is to be done 
varies with each new production or 
sponsor. But the one all-important in- 
gredient is “interest-value”—a produc- 
tion factor that is influenced as much 
by the photography as anything else. 

Sometimes the script writer will pre- 
pare a detailed shooting script specific- 
ally indicating every shot and camera 
angle. On the other hand, he may simply 
write only a brief outline, knowing that 
a competent production staff will intel- 
ligently fill in the vacant spaces between 
his hints. 

Certain points of theatrical film tech- 
nique can very well be applied to this 
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problem, Many makers of travel-films, 
for example, have stressed the value of 
first impressions when filming some dis- 
tant and unusual location. They have 
mentioned that if they can immediately 
film the sights which are new and un- 
usual to their eyes during the first few 
days spent in that region, they're likely 
to come back with a really interesting 
picture, while if they allow themselves 
to wait too long before shooting, these 
same sights become so much a matter of 
course that they’re often forgotten when 
shooting does start—much to the detri- 
ment of the final film’s “audience-inter- 
est.” 

The same thought should guide the 
business-film scripter. In every factory 
or business there are features which, at 
first sight, will be novel, which make 
the visitor ask “what?” “how?” or 
“why?” If they interest you, they're 
equally likely to interest the audience. 
It’s logical, then, to get them on film, 
eyen if they may seem routinely uninter- 
esting to the sponsor's representatives, 
who are necessarily more accustomed to 
them. 

Too many factory sequences are dull 
and photographically uninteresting on 
the business-film screen. They don’t have 
to be. Perhaps they are dull because 
they are filmed and narrated according 
to plans conceived by plant executives 
who are so familiar with factories in 
general that they don’t see the things 
that are novel to the layman, but instead 
find interest in highly technical details 
the average layman doesn’t understand. 
The business-film scripter, and even the 
camera crew, should consider themselves 
representatives of the audience. Things 
which, there in the factory, make them 
ask questions, should certainly be put on 
film in a way that answers those ques- 
tions for the audience. 

In doing this, the basic cinema tech- 
nique of establishing long-shot, me- 
dium-shot and then closeup should al- 
ways be observed. Too often in indus- 
trial films we see people doing things— 
in long- or medium-shots—and instinc- 
tively want the more detailed exposition 
of the action or process that a closeup 
affords—and the closeup isn’t there. Put 
this deifnite progression into your script, 
and see to it, too, that it is followed in 
the shooting, If, when the film is assem- 
bled, the closer shots seem repetitious— 
to an inexpert preview audience—they 
can always be eliminated. But they can’t 
always be shot later when it is found 
they’re needed. 

Script-writer, director and cinematog- 
rapher should combine their efforts to 
add visual imagination to their joint 
presentation of factory sequences. The 
cine-camera can be used in such se- 
quences in a manner similar to that 
which has won Salon prominence for 

(Continued on Page 684) 
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Photography Versus Economy 


In TV Film 


Production 


Artistic cinematography can lift quality of 

TV films but is being avoided through false 

economy by some producers, says this veteran 
Oscar-winning director of photography. 


By ARTHUR C. 


‘6°77 HERE NEVER was anything made 
that could not be made worse and 
sold for less,” is an old maxim familiar 
to most readers. It probably originated 
from the observation that no matter 
what the product, be it teakettles or 
tombstones, there's 
always someone out 
to make a fast buck, 
figuring a way to 
copy the product 
and to make it of 
inferior materials. 

Lately there is 
evidence this is hap- 
pening to the pro- 
duction of some tel- 
evision films — the 
object of some producers being to make 
films as fast and as cheap as possible 
without due regard for the standards of 
production which long have governed 
the making of entertainment motion pic- 
tures. 

Not long after Hollywood began mak- 
ing films for television, there were es- 
tablished through the concerted efforts 
of video engineers, motion picture tech- 
nicians and film laboratory heads, cer- 
tain standards for the photography and 
the processing of television films. The 
objective, of course, was to insure a 
product that would reach home receivers 
with good picture quality. 





Arthur Miller, ASC 


By and large, most of the program 
films that are being produced for tele- 
vision have been made in conformation 
with these standards; but already the 
opportunist element that would make 
cheap video films to sell for less is be- 
ginning to make its presence felt. While 
this is observable in all phases and ele- 
ments of the productions in question, it 
is with the photography of such pic- 
tures that we are concerned here. 

Motion picture making is a creative 
undertaking and it just isn’t possible to 
put it on an assembly-line basis. A pro- 
ducer cannot turn out satisfactory half- 
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hour TV films writing the scripts with 
cost-cutting a prime objective. 

One producer of TV films long ago is- 
sued strict orders against the use of sun 
reflectors when shooting on location. 
“Costs too much in time consumed in 
transporting them and setting them up,” 
he said. The fact faces of his players go 
black when scenes are televised seems 
not to concern him at all. 

Still another producer, who boasts he 
“knows photography” insists most of his 
interior sets be lit with a single sun arc. 
Where the players are required to move 
about the set, the lamp is swung around 
to keep the light on them! 

Right here it would seem is where 
cinematography begins to lose its real 





importance in the business of making 
television films; where some producers 
actually seek to minimize its importance 
—to tend to put it on a push-button 
basis. Here is where the whole artistic 
concept of cinematography comes face- 
to-face with the economics of video film 
production born of fierce competition; 
of schedules and budgets, and the seek- 
ing-after of the fast buck. Here is where 
all the science and art of cinematogra- 
phy that has evolved during more than 
forty years of feature film production 
faces replacement by a colorless “box- 
Brownie” type of photography. 

Unless the cameramen who _ photo- 
graph TV films under such conditions 
exert their influence, it is not unlikely 
that all the artistry and perfection that 
has been attained in cinematography 
over the years may become a thing of 
the past, insofar as TV film production 
is concerned. 

What the video-film johnny-come- 
latelies do not realize is that present 
perfection in cinematography evolved 
not because of any artistic whims of 
cameramen or directors but because it 
was found that the drama and mood of 
a story could be enhanced and story 
progression advanced by improved pic- 
torial treatment of scenes. When stars 
were made to look more appealing 
through special lighting and _photo- 
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Special Photographic Effects In Motion Pictures 


A description of four types of special photographic effects used in 


Hollywood feature productions, both color and black-and-white. 


By RAY KELLOGG and L. B. ABBOTT 
20th Century-Fox Studios 


THE MOST CHALLENGING and likely the most interesting photographic phase of any EFORE ANY TYPE OF motion-picture 
major studio production is the special photographic effects, which are a part of al- B composite photography may be suc- 
most every theatrical motion picture made today. Very little has been written about cessfully attempted, the requirements of 
the modern techniques involved in this work, probably because the men who work _ the equipment and film to be used must 


in this field have so little time for writing. be considered. 
One of the most illuminating papers on the subject was written by Ray Kellogg The location of the image relative to 


and L. B. Abbott of 20th Century-Fox Studios and presented at the S.M.P.T.E. con- ‘the perforation hole must be repeated 
vention May 3, 1954, by Norwood L. Simmons. It is being reprinted here by per- from frame to frame within a maximum 
mission of the Society and the authors in response to increasing demand from our tolerance of 0.001 in. This means that 
readers for information on the subject. the camera and printers used in assem- 

The paper describes four types of special photographic effects: the matte shot; bling the composite must have register 
composite matte shot; the glass shot; and the traveling matte shot. A special foot- pins which accurately fit the perfora- 
note by co-author Abbott gives up-to-date facts regarding more recent develop- tions of the films used, and that these 
ments in this field—epITOR. films must be uniformly perforated, Fail- 
ure to meet these requirements will 
cause the parts of the completed com- 
posite to move against themselves and 
disclose the fact that the scene is not a 
unit but composed of two or more parts. 

We shall discuss the four types of 
special photographic effects that are 
most generally used in current produc- 
tions. 





Stationary-Matte Shot 


This type of shot derives its name 
from a matting process that is presently 
used during the duplicating steps. It has 
two aims: (1) to change locale (i.e., to 




















Fig. 1-A Fig. 1-8 put a foreground set with action into a 
background of another part of the 
STATIONARY MATTE SHOT—Here scene in Fig. 1-A is given a different appearance by world): and (2) economy: obviously 


elimination of undesirable background and substitution of more pleasing one, plus 
addition of more aitractive roof on building (Fig. 1-B). How this was accomplished is 
shown below. 


it is much cheaper to paint a picture of 
the upper floors of a building than it is 





























Fig. 1-C Fig. 1-D 
METHOD OF ALTERING scene above (Figs. 1-A, 1-B) is illustrated how painting of the superimposed area is added to exposed but 
here. Fig. 1-C shows set-up for making dupe negative of action undeveloped dupe negative in area blanked by matte in first 
portion of scene, using effects camera as a printer. Fig. 1-D shows exposure. 
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to build them. This is also true of huge 
vaulted and elaborate ceilings, such as 
those of a cathedral, etc. Transportation, 
housing and other costs are saved by 
making the shot in the studio, even 
when such a building is obtainable else- 
where. 

Before duplicating stock was available 
it was necessary to block out or matte 
out certain portions of a scene so that it 
would be possible to double-expose on 
the same negative a different mountain. 
the upper stories of a building, clouds, 
etc. This was done by cutting a matte of 
the desired shape and placing it in front 
of the camera. If a hard-edge matte was 
needed, it was placed far enough from 
the camera to be in focus. Conversely, if 
a soft-edge matte was needed, it was 
placed in the matte box attached to the 
camera and therefore out of focus. 

The scene would then be shot with the 
camera securely tied down. At the end 
of the scene, 200 additional feet of film 
would be shot for testing purposes. 
Using an enlargement from a short piece 
of the test negative, the artist would add 
the necessary painting and would black 
in the area which had not been matted 
out when the scene was photographed. 

Using the rest of the undeveloped test 
piece, the painting would then be 
balanced for exposure and corrected in 
other ways until the composite was satis- 
factory. At this point the painting was 
added to the original scene on the pro- 
duction film. 

Since any mechanical or physical 
fault during the final stage would ruin 
the scene, the above method was aban- 
doned as soon as good duplicating stocks 
were available, and the mattes are now 
made after the scene is shot and used 
during the duplicating stage. This meth- 
od is more flexible and allows for better 
control. 

Figure 1-A depicts a scene which is 
available and can be made at the studio. 
Figure 1-B shows the scene completed in 
the Special Photographic Effects depart- 
ment, with the unwanted background re- 
moved and a new roof and appropriate 
background scenery substituted. 

To accomplish this, a master-positive 
print is made from the negative. A 
master-positive print differs from a reg- 
ular projection print in the following 
manner: (1) the master-print stock has 
perforation holes which are the same as 
those of the negative, making it possible 
to retain good registration. (2) the 
emulsion of this stock is so designed that 
when used in conjunction with a spe- 
cially designed duplicating negative, the 
resulting duplicate will match the orig- 
inal negative. 

Figure 1-C shows the method used in 
making the duplicate negative of the 
action portion of the scene. For this the 


(Continued on Next Page) 
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Figure 2-A 
ART DIRECTOR'S sketch of a scene which later was 


produced by composite-matte shot 


process. Here, four separate areas of scene were individually photographed and combined 
in the printing to produce finished scene that required minimum of set construction and 


no location shooting. 














Figure 2-B 





SPEC.PHOTO SHOT 








LINE WHERE BLOG. CUTS WATER S 
: ‘: ~ WATER 


7 . o 


- lees: 


ONLY AREA 
USED 





Figure 2-D 















ar Sa elles * Thy i 
Voie ‘DUPE BOARD FOR THe es 
i pomnvins OF WINDOW ACTION ji 


i 


THE PRINTING OF geet 
é 





\ ii i 
it Hi | 





: on GROUND FLOOR. 


Mcvuyanayvsiey 


}| poano APERTURE 295 x 405 













qu PORTION OF APERTURE USED 
~ 
. « ACTION IN WINDOW 





— 
4 SPEC. PHOTO DEPT. SET 
” B" 








AMY OBJECT IN THIS 
AREA TO BE MATTED our a 
~ 





Figure 2-C 


PAINTING 





ae 


§ 


Hl 


i lh 
ye 


Wh 
Wh ule 





Figure 2-G 


SKETCHES show various steps required to produce the composite shot Fig. 2-A, above. 


Indicated areas in Figs. 2-B, 2-C, 2-D and 2-E were 


printed on the film by composite- 


matte process, Figs. 2-F and 2-G show the sections matted out, leaving only the desirable 


areas in each scene registering on the film. 
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camera is made into a printer by the use 
of a bipack magazine. The duplicating 
negative raw stock in the magazine's 
upper section is passed through the 
camera movement in back of, and in 
contact with, the developed master posi- 
tive of the scene action. The matte 
board, focused in the aperture by the 
lens, becomes a printing light source, 
large enough to afford easy hand control 
of the intensity of any area, In this in- 
stance, the portion of the picture which 





Figure 3-A 





Figure 3-C 





Figure 3-E 





Figure 3-G 


will be painted in the final matte shot 
is painted black on the (action) print- 
ing matte, so that while printing the 
action duplicate negative this area of 
the negative will remain unexposed. 
Figure 1-D shows how the painting is 
added to the exposed but undeveloped 
duplicate negative. The painting is sub- 
stituted for the matte board and is 
painted black in the area occupied by 
the action. The printer is made a camera 
by eliminating the action master posi- 
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Figure 3-F 
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SUCCESSIVE STEPS required in making a traveling matte shot by the “blue backing” 


tive. The painting is added to the ac- 
tion duplicate negative in the area 
which was left unexposed by the black 
of the matte board, and the shot is com- 
plete. When the completed shot is 
viewed, should changes be desired, it is 
only necessary to make another dupli- 
cate negative. 


Composite-Matte Shots 


The same methods of matting and du- 
plicating that are used in straight matte 
shots are used for this type of shot. The 
main difference is that in this case two 
or more action sections will be com- 
bined with a painting. 

This type of shot is almost invariably 
used when huge crowds of people are 
needed. By using 200 extras and moving 
them from area to area, it is possible to 
build a crowd of 2000. Since each extra, 
with wardrobe and makeup, plus addi- 
tional expenses, about $35.00 a 
day on a costume picture, a tremondous 
saving can be made. The lattitude of this 
type of shot is almost limitless, as long 
as the camera does not move. 

Figure 2-A illustrates a composite- 
matte shot made with four parts. To 
compose such a picture, it is first neces- 
sary to make a careful drawing to show 
the overall effect. This drawing must 
also establish the proper perspective for 
all the parts, plus the relative scale of 
objects and people. 

In Fig. 2-B distance and perspective 
have been established. The figure on the 
porch is photographed. He can move 
about as long as he does not go beyond 
the proposed matte line. 

In Fig. 2-C, with distance and _per- 
spective established the woman is prop- 
erly located and photographed. The 
same light source and angle of light 
must be generally maintained for all the 
composite parts. 

An area of water is photographed in 
Fig. 2-D. If it is miniature water, care 
must be taken to get the surface dis- 
turbance large enough in the foreground 
to diminish properly in the background. 
Rough forms can be erected to cast 
proper reflections, or they can be dodged 
in or, where highlights appear, be 
double-exposed in later. 

Figure 2-E shows a painting of the 
building which forms a part of the com- 
posite shot. This painting must be drawn 
in true perspective, carrying out the 
perspective lines to their proper vanish- 
ing points. The color and shading must 
match exactly with the action composite 
parts. The areas where the people and 
water will fall in the composite is 
blacked out so that there will be no ex- 
posure in them. 

Figure 2-F shows a perfect reverse 
matte from that in Fig. 2-E. That is, the 
blacked-out areas are now white, and 
they become a controlled printing light. 


costs 








process, long used by M-G-M. Problem is to separate photographically the whites and 


blacks of foreground objects from the background. With these mattes the man on the porch 
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and the girl in the window are dupli- 
cated, using a master print on a dupli- 
cate negative. 

In Fig. 2-G, in the same manner as in 
Fig. 2-F, the water area is white and the 
rest is matted out. After the water is 
duped in, the dupe negative is run 
through the camera again and, with the 
use of a printing matte which is all black 
except for painted reflections from the 
building, the highlight reflections are 
double-exposed. 


The Traveling-Matte Shot 

This process provides a means by 
which foreground action photographed 
against a monochromatic background 
may be combined with any desired back- 
ground which has been or will be photo- 
graphed. 

The product received from the travel- 
ing matte is, in a broad sense, identical 
to that of the background transparency 
process. The advantages of the traveling 
matte over background transparency 
are: better definition in the background, 
unlimited foreground scale, and the fa- 
cility of balancing the background and 
foreground for both color and density in 
the duplicating stage. 

The term traveling matte means a 
matte which is changing in each succes- 
sive frame following the action of the 
scene. There are a great many ways of 
obtaining these mattes for both color 
and black-and-white pictures. One meth- 
od, used quite widely for many years. 
was to project each frame of the fore- 
ground action enlarged to a scale suffi- 
cient to allow hand drawing and then to 
make a silhouette drawing of each 
frame. Such a method was obviously 
tedious and expensive, and has been 
used mostly for combining miniature 
and live action in short scenes depicting 
disasters, such as fires. floods, earth- 
quakes, etc. It has been applied only in 
cases where the scale of the desired 
scene exceeded that obtainable by the 
background transparency process, or 
where it has been necessary for the peo- 
ple in the scene to be covered or oblit- 
erated by some falling or advancing part 
of the background. 

The method to be outlined here en- 
tails no handwork, with the exception of 
those instances in which the background 
must progress or cover the foreground. 
Credit for the method presently in use 
should be given to the British and 
American Technicolor Corporations; 
Irving Ries, M-G-M Studio; and Larry 
Butler, Columbia Pictures. 

The problem confronted in making a 
matte without handwork is to be able 
to separate photographically the whites 
and blacks of the foreground from the 
background. This is accomplished in 
color photography in the following man- 
ner: 

(Continued on Page 672) 
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HOW A GLASS SHOT is planned and 
made. By this method, upper portion of 
scene is painted in miniature on panel 
of glass erected before the camera, and 
the painting and part of real set photo- 
graphed in one shot. Floor plan of set is 
shown in Fig. 4-C; 4-B is a bird's eye 
view of the set-up; and 4-A a side view. 





GATTERY OF i2 ARC'S ON PARALLELS Special pan-head whereby camera lens 
is centered on nodal point of lens and 
Fig. 4-C tripod pivot, is shown in Fig. 4-D. 
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UNIQUE ANIMATION set-up in University 
of Michigan's television and film studio 
has 16mm Bolex camera with Pan-Cinor 
zoom lens shooting into mirror, which 
reflects the art work below. Large scale 
art work is used so that zoom-ins can be 
made on small segments of the total 
layout, The reflecting mirror is mounted 
in large woden frame set at angle, 
while lighting is furnished by two scoops. 


over both commercial and educational 
stations. At present 54 programs a week ) 
are telecast over 20 commercial stations 
from New York City to Seattle. In addi- 
tion, the Educational Television and 
Radio Center distributes many of these 
programs on a state and national basis 
through its affiliates. 

Besides the kinescoping operations in 
the studio, we shoot 1l16mm_ location 
film for inserts into the longer kine- 
‘scoped programs. Until recently, we 
did most of our filming with two 16mm 
cameras belonging to the Television 
Office: a Bolex and an Auricon Pro with 
single-system sound. Recently we added | 
a l6mm Arriflex and a portable 16mm 
Stancil-Hoffman tape recorder to our 
equipment. 

We cover a wide variety of subject 
matter in our location filming: under- 
water swimming, aerial views, molten 
metal in furnaces, icing of wings in a 

















FILMING FOR 
EDUCATIONAL 
TELEVISION 


By KARL B. LOHMANN, JR. 





Ler pnt ADAPTABILITY, economy) 
and speed are important elements in 
making 16mm films for educational tele- 
vision at the University of Michigan in 
Ann Arbor. 

The University of Michigan Tele- 
vision Office operates in a unique way. 
Although the University has a small but 
well equipped TV studio, it is without a — 





TV transmitter *roscrams are kine- 
. | vs - P rograms are kin ZOOM LENS is used here to enable cameraman to get a one- or two-shot without 
scoped on ymm film and are presented stopping the camera—an Arriflex 16. Note reflectorfloods used for illumination. 
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wind tunnel, the birth of a baby, plank- 
ton through a microscope, campus opera 
productions, and a limited amount of 
TV news and features concerning the 
University. 

We have a number of special prob- 
lems in our productions which are dif- 
ferent from those encountered by most 
theatrical and industrial film crews. One 
is that our performers are teachers, not 
actors. They have had little experience 
with motion picture production and are 
sometimes bewildered by it. Time must 
be taken to explain shooting procedures. 
As professors, they are primarily con- 
cerned with classes or research and 
usually have very limited time to give 
us. In preparing a ten-minute film insert 
it is not unusual to have but two hours 
in which to learn what is wanted, set 
up the equipment, plan the shots, shoot 
an involved sequence and pack up the 
equipment again. 

Another problem not found in most 
commercial shooting is a shortage of 
manpower. When we began making lo- 
cation films for the programs, much of 
the shooting was a one-man operation. 
The cameraman often served as the loca- 
tion director and lighting man also. With 
the addition of more equipment and 
personnel, silent films are now usually 
a two-man operation and sound films 
usually involve at least a three-man 
crew. Back at the office, the cameraman 
also coordinates the film with an out- 
of-town lab, edits the workprint, matches 
the negative to the workprint, cuts the 
double-system insert into the double- 
system kinescope, matches and marks 
the picture and -track for lab printing, 
and checks on the quality control of the 
release print. 


Because our crews are small, we have 
tried to keep our equipment compact 
and light in weight. Since most of the 
power on the campus consist of regu- 
lar 15-amp circuits, we usually plan 
to cover small shooting areas with a 
maximum of three reflector-flood or 
reflector-spot lights, These lights are 
mounted in clamp-on type holders 
equipped with barn doors and diffuser 
holders and can be easily fastened to 
light-weight collapsible stands or avail- 
able furniture. On assignments requir- 
ing unusual speed we use a hand-held 
bar-light usually aimed at a ceiling to 
give a filled-in natural light appearance. 
Our lighting problems have been less- 
ened a great deal by the use of new 
fast films. 

We are further limited in our selec- 
tion of film stock for TV production by 
the problem of matching the emulsion 
wind of film inserts to the emulsion 
wind of our kinescope recorder. If the 
emulsion winds do not match on the re- 
lease print, there is need for refocusing 


(Continued on Page 682) 








BETWEEN TAKES—Bob Jones University film production staff, headed by director 
Katherine Stenholm (seated near camera) awaits decision on camera angle before 
making a shot for “A Look At The Book,"’ evangelical video film series. Others 
are George Jensen on mike boom; Bob Craig at camera; and Dr. Bob Jones, Jr., 
president of the University, at the pulpit. 


University Students Produce 
Religious TV Films 


Student staff handles all phases of pro- 
duction from set design and con- 
struction to photography. 


U NUSUAL FILMS, the Christian and educational motion picture enterprise 
of Bob Jones University, in Greenville, S. C., has recently completed 
work on a series of thirteen 1314-minute films for television entitled “A 
Look At the Book.” Featuring Dr. Bob Jones, Jr., internationally-known 
author, evangelist, and president of Bob Jones University, the series for- 
mat calls for a different person to open each film cold with a direct ques- 
tion on religion. A standard opening follows with the announcer intro- 
ducing Dr. Jones, who then proceeds to answer the question from Scrip- 
ture in a direct and concise manner, Cut-away shots, illustrations, and 
object lessons are used frequently in the series. 

All filming is done on 16mm Kodachrome Commercial. using 16mm 
Maurer and Mitchell cameras. Prints are being released in both color and 
black-and-white. 

Production of “A Look At the Book” provided a wealth of practical 
experience for the many students majoring in cinema at Bob Jones. Uni- 
versity. The basic set for the on-camera narration is a three-sided Gothic 
paneled church study, which was designed and built on Unusual Films’ 
sound stage by students and staff. 

A large Gothic fireplace and stained glass windows give the room an 
authentic appearance. The windows were photographically copied and 
reproduced by cinematographer Bob Craig on Adlux translucent film from 

(Continued on Page 682) 
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FIG. 1—Shooting from a moving automo- 
bile you don't need a tripod if you mount 
the camera on a hi-hat. 


FIG. 2—Inside view of car showing camera 
mounted on hi-hat bolted to plank placed 
across rear seat compartment. 





FIG. 3—Here hi-hat is clamped to shelf of 
six-foot stepladder to make a high angle 
shot, unattainable with a tripod. 


Mounting The Camera For Improved Pictorial Effects 


Shooting high or low or in tight places, a hi-hat 


will solve many photographic problems. 


NE THING every cameraman learns 
O sooner or later is that his best shots 
are made when the camera is solidly 
mounted on a support rather than hand- 
held. Supports range from the conven- 
tional tripod to the lowly hi-hat, which 
is finding increasing use among both 
amateurs and professionals because of 
the wide range of ways in which it may 
be used—some of which are illustrated 
here. 

The hi-hat (no one knows why they 
call it that!), which first came into use 
in the Hollywood studios, is a sort of 
miniature tripod having short metal 
legs and a machined base for the camera 
fitted with a tripod screw. The legs are 
drilled to permit mounting with screws 
or bolts, although a C-clamp is most 
often used instead of screws, as may be 
seen in Fig. 2. In the illustrations, a tilt- 
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pan head is used with the hi-hat to af- 
ford complete flexibility of camera 
movement during shooting—the same as 
when shooting from a tripod. Cost of the 
hi-hat is nominal and will prove an in- 
valuable accessory for the advanced am- 
ateur photographer. How he uses it will 
depend on the filming situations encoun- 
tered and his willingness to experiment. 

Some of the most effective photog- 
raphy is that accomplished with the mo- 
bile camera, employed extensively in 
professional film productions to give 
dramatic emphasis to certain types of 
scenes or action. 

The pictorial effect of the mobile or 
tracking shot differs from that of the 
pan shot in that, in the former, the ca- 
mera rolls along with the subject being 
photographed and the distance between 
camera and subject remains relatively 
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constant; while in the latter, the camera 
is stationary and pivots around a fixed 
axis to follow the action. Needless to 
say, the tracking shot gives much great- 
er emphasis to a scene since the size of 
the subject or subjects remains un- 
changed throughout the entire shot. 

For achieving camera mobility in 
making tracking shots, an automobile is 
still the best—and certainly the most 
convenient—vehicle for the average am- 
ateur or semi-pro cinematographer. Here 
the hi-hat can be used to advantage for 
providing a solid mount for the moving 
camera. A typical method of setting up 
the hi-hat mounted camera is shown in 
Fig. 2. A length of plank, cut to fit the 
back seat compartment of the car used, 
is set in place as shown and the hi-hat 
mounted thereon by means of C-clamps. 
With the camera mounted on a tilt-pan 























head it is sufficiently elevated to clear 
the car body and thus afford an unob- 
structed view for both camera and oper- 
ator. The wooden baseboard, incident- 
ally, is also raised as required by two- 
by-four legs cut to proper length and 
attached at each corner. 

Where a modern “hard top” car is 
used. the camera can be placed on either 
side of the car for shooting out of the 
side window areas. With both the front 
and rear windows of the car rolled 
down, there is no center post to obstruct 
the field of view in the event there is 
panning to do, (See Fig. 1). 

The camera can also be similarly 
mounted in the center of the rear seat 
of the car for shooting through the wind- 
shield or the rear window. It has been 
the author’s experience that, with the 
short legs of the wooden base resting on 
the rear seat of the car, vibration is held 
to a minimum. Even when filming a 
scene while traveling at 50 miles per 
hour there is no noticeable road vibra- 
tion when the film is projected. Stand- 
ard camera speeds (either 16 or 24 fps) 
can be used, with the only limitation 
being the choice of lenses; it is not ad- 
visable to use telephoto lenses for shots 
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FIG. 4—Using the hi-hat for a low-angle 
shot. 


FIG. 5—Method of mounting hi-hat on 
lightweight camera dolly for a low-angle 
rolling shot. 











ONE ADVANTAGE of magnetic recording on tape or 16mm soundstriped film 
is that you can record narration, then play it back immediately to check 
timing, etc. Any errors can be corrected by erasing the old track and re- 
recording the revised narration. 


Preparing The Narration 


How to plan and write the narration so it will 
complement what you have photographed. 


By GEORGE W. CUSHMAN 


|* MY INITIAL article in this series, which appeared in last month's issue, 
[ explained the importance of being purposeful in using sound to en- 
hance the presentation of 8mm and 16mm movies; enumerated the three 
basic types of sound which the amateur movie maker most generally 
employs and discussed the use of off-stage commentary or narration and 
synchronized dialogue. 

Because most amateurs—due to limitations both in equipment and ex- 
perience—employ narrative sound tracks with their films, we shall discuss 
here the editorial preparation of the film for narration and the prepara- 
tion and recording of the narration itself. 

One of the most persistent errors of the amateur movie maker when 
shooting is brevity—brevity in the length of his individual shots. Perhaps, 
considering the cost of his film as he shoots, he tries to get as much 
picture material on a roll as possible with too little thought to the fact 
that most scenes must remain on the screen long enough to be properly 
viewed and digested by an audience—not to mention the need for extra 
footage to help fill out the time required to describe it in the narration. 

The renowed Chinese proverb, “One picture is worth a thousand words,” 
is so right. It is possible to watch a three-second shot on the screen and 
to grasp its meaning or action; but try and describe it properly in three 
seconds, Not many can do it. 

Now it is generally true that narration added to a silent film will tend 
to diminish the apparent length of scenes and of the film as a whole, and 
that is all in your favor. But because this is so, it isn’t necessary to make 
your scenes longer—but to lengthen out the sequences containing the 
a matter of skillful editing, providing you have the footage to 

(Continued on Page 671) 
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COMPLETE MOTION PICTURE EQUIPMENT MOUNTING THE CAMERA 


| of this kind since the slightest vibration 


will be magnified in the projection. 
FROM ONE SouRCcE ~ 


Standard and wide-angle lenses are the 
Se 


ones to use here. 
Another use of the mobile camera is 
CAMERAS LIGHTING EDITING the dolly shot. In this type of shot the 
camera adds motion to otherwise static 


scenes by moving toward or away from 
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requires placing the camera lower than 
afforded by a tripod—the hi-hat affords 
a rigid support even when placed on the 
floor or ground, as shown in Fig. 4. 
Figure 3 shows the hi-hat being used to 
support the camera for a high-angle shot. 
Here a six-foot ladder serves as the pri- 
mary base; the camera—again mounted 
on a hi-hat—is secured to the ladder by 
means of two C-clamps. 

Because motion pictures are basically 
an illusionary medium, the more effec- 
tive the photographic techniques that 
are employed to enhance illusion, the 
better will be the motion picture result. 
The mobile camera and high and low 
angle filming illustrated here are but a 
few of the tested professional techniques 
which the amateur can apply to his film- 
ing with advantage. 

Diversified scenes, when imagina- 
tively photographed, stimulate audience 
interest. The amateur who is willing to 
experiment a little will find his enthusi- 
asm reflected in the ultimate screen re- 
sults, 











PREPARING THE NARRATION 


(Continued from Page 669) 


work with. And to do this, you must 
think of the editing problem as you 
shoot. 

If, for example, you have a particular 
scene with which you wish to use nar- 
ration, the time factor might force you 
to try to extend the scene on the screen 
for, say, thirty seconds. However, a 
continuous, unchanging scene that long 
can be boring, even with narration. The 
thing to do is to change that single 
scene into a sequence of scenes of vary- 
ing length, intercutting with it brief 
but relative shots made close up or at 
different angles. In this way a more 
interesting visual result is accomplished 
which will complement and enhance the 
narration. 

Additing commentay to a reel of 
miscellaneous and comparatively unre- 
lated scenes is a much tougher job than 
for a reel that consists of well-edited, 
planned footage having some semblance 
of pictorial continuity. For this reason 
the amateur filmer who plans to add 
sound to his pictures should always 
make his individual shots longer when 
shooting, and remember that they can 
always be trimmed to the required 
length—but can never be lengthened. It 
is almost impossible to do a satisfactory 
job of writing and recording narration 
for a reel of “pot shots”, such as many 
filmers make on vacation trips and dur- 
ing travels. 

It is well at this point to emphasize 
that when sound—particularly narra- 
tion—is to be a factor in the finishing 
of one’s cine films, sound must be given 
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as much consideration at the time of 
shooting as the photography. And if 
you don’t think this is so, try writing 
a narrative for a group of unrelated 
scenes ten seconds in length or less. 

Because the average audience can- 
not grasp the full meaning of a series 
of short scenes unfolding on the screen, 
a better picture results where sufficient 
time is allowed for proper presentation 
of each subject or idea. It is almost im- 
possible to properly narrate a film that 
is made up of a series of short, “jumpy” 
shots that, by themselves, have little pic- 
torial or subject relevancy. The sound 
must explain the pictures and the pic- 
tures must logically complement the 
sound. 

After the sequence structure of the 
picture is completed at the editing 


| board, each sequence should be timed so 


that the narration for it can be written 
to fit. The narrator used should be 
timed for his reading speed; a good 
average speed is 25 words for each ten 
seconds of time. But since the speed of 
individual narrators varies—and this is 
particularly so with amateur narrators 
—it is important that a time check 
should be made. 

In adding narration to a film, it is 
important that the commentary does 
not lag and run over into the next se- 
quence. When this happens, re-write it. 
Aim for brevity, and remember the best 
narrated films are those in which the 
narration does not run on continuously, 
but is broken frequently by intervals of 
silence (with the narration properly ter- 
minated, of course) giving a measure of 
aural relief to the audience, and neces- 
sary “breathing spells” to the narrator. 

The substance and composition of 
any narration is important. When com- 
posing it, all facts should be checked 
and verified for accuracy. The simplest 
language should be used—words easy to 
speak and easy to understand—and the 
age and type of audience for which the 
picture is aimed must always be con- 
sidered so that the narration won't be 
“over their heads” or too technical. 

Use of present tense is preferred. 
since the narrator will be describing 
the picture as it unfolds on the screen 

and the action on the screen will, of 
course, be present. 

The narration should 
what the picture shows and not des- 
cribe what it shows—which is already 
obvious. One amateur film viewed re- 
cently pictured a group of campers aris- 
ing early one morning, yawning as they 
emerged from their tent, and showing 
the various members brushing their 
teeth, shaving, and then the usual close- 
up of bacon frying in a pan over an 
open fire. The shots as edited pretty 
much told the story. But the narration 
accompanying this sequence stated: 
“We were awakened by the early- 


supplement 
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morning sunlight, and coming from our 
tents we prepared for the day to follow. 
In a moment breakfast bacon was sizz- 
ling on the fire.” 

This we could see. What the narra- 
tion should have revealed were interest- 
ing facts about the camp site and mem- 
bers of the party, and give important 
details not revealed pictorially. 

Remember how dull a movie seems 
when someone has told you the plot or 
revealed its contents in advance? The 
element of surpise was removed from 
the showing because you knew just what 
was going to happen. 

So, another point to remember in 
preparing narration for a film is, never 
to tell your story ahead of the picture 
and don’t re-state in words what the 
film already reveals pictorially on the 
screen. If you do, what’s the point in 
having narration? 

In a future article, we shall deal with 
sound effects and their application te 
amateur films, 
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Figure 3-A shows the foreground 
photographed against a blue backing. A 
blue backing is chosen because it will 
expose the blue-sensitive layer of, for 
example, Eastman Color negative, but 
not expose the red-sensitive layer. This 
selectivity of color sensitivity is the key 
to the process. Any color which will ex- 
pose one of the three red, blue or 
green—layers without exposing one of 
the others may be used for the backing. 
Blue is favored because, when lighting 
the action, face quality is more easily 
judged than it would be against yellow 
or green or red; also, should there be 
any matte fringing in the final scene the 
blue edge-effect is more apt to be 
harmonious with the sky or water that 
often constitutes the background than 
would a red or green fringe. 

Figure 3-B is the black-and-white 
separation positive from the blue-sensi- 
tive color negative. The darks of the 
foreground are well separated from the 
light background. 

Figure 3-C is a dupe negative from 
the black-and-white separation positive 
of the red-sensitive color negative. The 
lighter areas of the foreground, which 
are now dense because this is a negative 
image, are well separated from the clear 
background. 

Figure 3-D represents a combined 
print of Figs. 3-B and 3-C on one film. 
It is seen that there is now density in 
both the white-and black areas of the 
foreground, causing a complete silhou- 
ette against the clear background. 

Figure 3-E is a print from Fig. 3-D, 
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which yields a clear foreground with an 
opaque background. 


Figure 3-F represents a background 
scene viewed through the silhouette | 


foreground matte. 
Figure 3-G represents the foreground 


viewed through the clear-area fore- | 


ground matte. Since the blacks of Figs. 
3-F and 3-G represent no exposure in a 
negative, it is readily seen that each part 
may be exposed separately on the same 


negative, producing the final composite | 


(Fig. 3-H). 

This explanation of the traveling- 
matte process has been condensed at 
much as possible to make its function 
most easily understood, In doing so, the 
physical and mechanical problems en- 


countered have not been mentioned. 


Unfortunately, these factors present 
some sizable hazards, and to avoid mis- 
understanding, a few of the requisites 
should be discussed. 

No color approaching that of the 
background may be used in the fore- 
ground, nor may translucent materials 
such as smoke, a glass of water or a fine- 
mesh veil be used. Should any of these 
be attempted, the results will be dis- 
heartening. In the case of the fore- 
ground color too closely approaching 
that of the background, it will join the 
background in the mattes, and the back- 
ground will appear through the fore- 
ground. As an example, if the ingenue 
uses blue eyeshadow, she will have holes 
in her head instead of eyes, or if she 
wears a white veil through the rest of 
the picture, in these shots it will be 
blue. 

The mechanical needs for this work 
are an optical printer with excellent 
registration in the movements and a 
lens stage capable of repeatable moves 
in the order of 0.0001 in. The processor 
must have a thorough understanding of 
the function of image spread in the 
matte films, as this is the means used to 
produce opposite mattes which fit one to 
the other. 

Although the hazards of making a 
traveling matte may suggest that the 
traveling matte process is impractical, 
the fact is that its advantages in motion- 
picture production are so great that it is 
being used more and more by the in- 
dustry. 

Glass Shots 

This is another method of doing the 
same thing as is done in a matte shot, 
i.e. adding a painting which may ap- 
pear to be in front or in back of the 
foreground set. In actuality, the painting 
is always closer to the camera than any 
part of the set. The glass shot has one 
advantage over the matte shot in that it 
permits panning or tilting the camera 
while shooting. This is possible because 
we are shooting a painted glass and a 
scene simultaneously. It should be noted 
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| that a glass shot is completed in one 


operation, involving no secondary photo- 
graphic operations. 

Lighting of the painted glass must be 
controlled to allow for light changes on 
exteriors. It is always necessary to have 
enough light to maintain a level high 
enough to carry focus on the painted 
glass and action beyond it. 

In order either to tilt or pan, it is 
necessary to have the lens centered over 
the node. This will hold the position of 
the painted section of the glass constant 
with respect to the real set it is matched 
to and avoid parallax. 

Figure 4-A shows the relative posi- 
tions of the camera, the glass, its painted 
and clear areas, the action and the face 
of the set. 

Figure 4-B shows the panning area, 
the method of hiding the glass frames, 
the painted area, the clear glass and the 
matte line where painting and set join. 
Through the clear area, any desired 
action can take place, as long as it is 
below the matte line. Figure 4-C is a 
ground plan of the setup. Figure 4-D 
shows the nodal point head and how the 
lens is centered over the vertical and 
horizontal axis. 


Remarks 


The four methods of special photog- 
raphy which have been described here 





Continuous projection 


can all be used for present-day color 
productions. As delineated in this paper, 
three of them describe the technique as 
applied to black-and-white film produc. 
tion. The approach for color production 
for these three techniques—i.e., station. 
ary-matte shots, composite-matte shots, 
and glass shots—would be straightfor. 
ward. 

The fourth technique—i.e., traveling 
mattes—can be used as described in this 
paper only for motion-picture production 
in color. This process will not work in 
black-and-white production because it 
depends on the selectivity of color for 
its very operation — the preparation of 
the mattes and subsequent masking of 
unwanted scene area. 

There are at least three other well- 
known techniques for producing travel- 
ing mattes in black-and-white motion. 
picture production. For the sake of 
simplicity, we will call these the Dun- 
ning process, the  density-separation 
process, and the process using a prism 
camera and a colored background. The 
Dunning process consists of shooting the 
background scene, making a print of 
this, bleaching away the silver, then dye- 
ing the gelatin image yellow and using 
this yellow “key” in the camera bipack 
fashion against the panchromatic raw 
stock, which will be used for the final 
composite negative. The foreground ae. 
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tion is lighted with yellow light against | 


a blue background. The foreground ac- 


tion may be photographed through the | 
yellow “key” because the light reaching | 


the camera from this 
foreground passes through the “key” 
just as if it were not there. The blue- 
lighted background screen serves as a 
light source which is modulated by the 


yellow-lighted | 


yellow “key” and produces an image on | 


the panchromatic film by virtue of the 
different degrees of density of the yellow 
“key” to blue light. In this way, a single 
shot is obtained, which at one stroke 
shows the foreground action against a 
background scene. 

The second method of making mattes 
for black-and-white production the 
density-separation method — consists of 
photographing foreground action against 
a totally black background, thus obtain- 
ing a negative film with varying degrees 
of density for the foreground action and 
with no density for the background. The 
foreground action must be brightly 
lighted and very fully exposed in order 
to get good separation. A minimum of 
light must be allowed to fall on the black 
background. By subsequent duplicating 
operations it is possible to make a high- 
contrast matte of this foreground action 
and, by making negative and positive 
mattes, to combine the independently 
shot background action and the fore- 


ground which has been shot against the | 


black background. 

The third and best method employs 
the use of a specially designed camera 
which uses a _ sputtered-surface block 


prism identical to that used in the Tech- | 


nicolor three-strip cameras. This prism 
makes possible simultaneous exposure of 


two films, each of which will have good | 


definition. Cameras of this type are now 


in use in England for the production of | 
black-and-white traveling mattes in the | 


following method: 

The foreground action is 
graphed against a blue backing. The 
same backing used in the color process 
is adequate. The foreground action is 
lighted with yellow light and recorded 
through the prism and a yellow filter on 
panchromatic negative. The mirror re- 
flection of the prism is recorded on blue- 
sensitive film and is obviously a matte 
of the foreground action. 


NOTE: Since this paper was written 


there has been considerable work done | 


photo. | 


in the color traveling matte field using | 


the split-beam camera. 


Warner Brothers Studio currently is | 
using a translucent screen, illuminated | 
from behind by ultra violet fluorescent | 


tubes, for the backing. The foreground 


is recorded on Eastman color negative | 


through the prism mirror which also fil- 


ters the U.V. light. The matte is record. | 
ed in the other film gate from the mir- | 


ror reflection through a blue filter on 


blue sensitive film. This system is the | 
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| best one currently in use and is patent- 


ed. 

To circumvent the patent two other 
methods are being tried, both employing 
the split-beam camera. One is using a 
black velvet backing dyed to reflect in- 
frared and lighted with standard incan- 
descent lamps. The foreground is re- 
corded through the prism, and the matte 
of the darks is taken from the mirror re- 
Hection on infrared sensitive film 
through a red filter. At present, the 
matte is completed by adding the high- 
lights from the foreground negative, as 
is done in the blue backing process. It is 
quite possible that in the near future a 
means of removing all the infrared light 
from the foreground will be perfected; 
if so, this system will be comparable to 
the L.V. process. 


The second method, which seems to 
offer a practical solution to the prob- 
lem, has been in the experimental! stage 
in England for some time. In this meth- 
od sodium lights are substituted for the 
U.V. tubes of the Warner Brothers’ 
process and a Didymium filter is put in 
the prism mirror, This filter removes the 
sodium light from the foreground rec- 
ord, resulting in a black background. 
The matte is recorded from the mirror 
reflection through a yellow filter on pan- 
chromatic film. The main deterrent in 
this process is that the Didymium filters 
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available at present distort the color re- 
cording more than is desirable. 


Mr. Peter Vlahos. of the Motion Pic- | 


ture Research Council, informs me that. 
as of now, one of the filter manufactur- 
ers is making a dichroic type filter 
which will screen out the sodium line on 
the foreground film and reflect it to the 
matte film without distorting the fore- 
ground color rendition. Since the sodi- 
um lamps emit only a single line, name- 
ly 589.6 mu, very near the center of 
the visual band, the problem of chro- 
matically correcting the matte image 
size, which is evident in both the U.V. 
and infrared systems is eliminated, This 
fact would seem to indicate that when 
the filter problem is solved the sodium 
lamp process will be put to wide use. 
L. B. ABBorT. 





ZOOM LENS 


(Continued from Page 653) 


photo and a wide-angle. Best results fol- 
low where focusing is done with the 
zoom lens in the telephoto position, 
where the least depth of field prevails, 
thus insuring sharp focus at all inter- 
mediate points during the zoom. 

While follow-focus filming keeps 
the action sharp as the actors move 
about the set, great care must be exer- 
cised that the zoom does not neutralize 
movement in the scene by cancelling it. 
The zoom should not be made in the 
opposite direction to the action, other- 
wise the actor will appear to walk to- 
ward the camera and at the same time 
grow smaller because the lens is zoomed 
to the wide-angle position. The alterna- 
tive is to zoom to hold the actor con- 
stant in size—the same as when track- 
ing with him as he walks—or to zoom 
cross-screen action. 

For example, it would be possible to 
film action such as described below with 
the zoom lens set at wide angle at the 
start: the actor enters the room, walks 
forward, pauses to look around—at 
which point the lens is zoomed half way 
to a medium closeup. The camera then 
follows the actor from right to left in 
panning action and zooming is resumed 
to hold him constant size as he turns and 
walks toward the rear. 

While the zoom lens was never in- 
tended as a substitute for the dolly, 
nevertheless, when used intelligently, it 
can solve many of the small film pro- 
ducers photographic problems. It per- 
mits big studio results where limitations 
of low budgets, location shooting, and 
limited camera crew prevail. Finally, 
the lens can lend substantial production 
value to any picture without the need 
for additional personnel, time and ex- 
pense when complicated moving camera 
shots are specified in the script. 
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REALISM IN REAL SETS AND LOCATIONS 


(Continued from Page 651) 


We obtained excellent results using only 
existing light when shooting scenes at 
Linny’s restaurant and in a drug store 


in Beverly Hills, and inside the Federal 
_ Reserve Bank and other similar loca- 


tions in downtown Los Angeles. 

We started production of the picture 
with a schedule of scenes at the Los 
Angeles International Airport. The most 
challenging sequence was photographed 
in the roof-top restaurant, which over- 
looks the airstrip—a room about 75 feet 
in length with one wall made up of 
large windows, ten feet in width, posing 
a tremendous light-balancing problem. 
The windows were covered with the ND 
Plexiglas panels which solved that uead- 
ache; but then we encountered another 
when it came time to make a dolly shot 
the full length of the room, with the 
camera facing the windows—our lights 
were refiected by the windows toward 
the camera. We finally solved this prob- 
lem by placing the lights far back and 
as far to the sides as possible—but with 
consequent loss of some photographic 
illumination, 

Another challenging shot was the one 
made with the camera in a DC-6, shoot- 
ing out over the pilots’ shoulders as the 
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plane came in for a landing. Here it 
was desired first of all to pick up the 
exterior scene as seen through the 
windows in nose of the plane and at 
the same time keep the plane interior 
fairly well exposed. In this case, we 
could not use the Plexiglas ND filters. 
So we poured as much light into the 
pilots’ compartment as we could, using 
photofloods powered by the camera bat- 
teries, and used an 18mm lens to get 
the necessary wide-angle coverage. 

From that day on, our schedule ran 
something like this: 

Tuesday, Aug. 6: shot interiors in re- 
cording studio on Sunset Blvd.; at Los 
Angeles Times building and in editorial 
rooms of Los Angeles Mirror; Federal 
Reserve Bank; and Carnation Building 
on Wilshire Blvd. 

Wednesday, Aug. 7: Returned to Car- 
nation Building for day scenes; then 
moved to palatial home in Beverly Hills 
for interiors. 

Thursday, Aug. 8: We worked all day 
in a room of a third-rate hotel in down- 
town Los Angeles, shooting dramatic in- 
teriors which included an important se- 
quence in which Rod Steiger watches 
Inger Stevens through binoculars as she 
enters and later leaves a bank across 
the street. This particular hotel room 
was chosen because it had a large bay 
window on the corner which afforded 
the camera an unobstructed view of a 
considerable area of the street intersec- 
tion below. It enabled us to make an 
unusually dramatic series of shots with 
the camera covering both Steiger in the 
hotel room and action on the street far 
in the background in extreme depth of 


| field, shooting over Steiger’s shoulder. 


The camera was mounted high and 
so focused that it could range over a 
large area of the street in a panning 


| action to cover Miss Stevens as she left 


the bank, crossed the street, and walked 
some distance to her car. 

Friday, Aug. 9: Shot interiors in of- 
fices, hallway and in elevators of down- 
town Los Angeles bank. 
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Monday, Aug. 12: Returned to same | P e ° 
bank for shots to complete sequence, ‘Ow Filuline Processor 
to office building across | 


then moved 


street to make shots that weal take in | 
action in front of bank as seen from this ges ws . 


new location. 


Tuesday, Aug. 13: Interiors in down- | 
down office building, a research lab in | e 
a Sunset Blvd. hospital, and a dentist’s 


ofice—in most cases with camera fac- | 


ing windows, which meant using the | F p 97 
Plexiglas filter panels. | * 








Wednesday, Aug. 14: Spent the day \ — says Leo Alexander 
shooting on two Seosthecs-—mm electric fat } $ Sensis Hin take | 
shop and a private a" OF SPOMNs THM LaUS, MC. 

Thursday, Aug. 15: Returned to the | 


private home for ese of filming | 
here. 

Friday, Aug. 16: Again to the pri- | 
vate home. On this date we worked in 
four different rooms, in each case with | 
the camera facing the windows. Late 
that afternoon, moved to downtown Los 
Angeles for one added shot. 

Monday and Tuesday, Aug. 19 and 
20: Moved to a small home in a poor 
neighborhood where we shot interiors. | 
Here the camera faced a window to 
pick up action enacted in front of a 


—. beings Sum ptuous C 0 N T R O L L E D P R 0 C E S S | N G 


» in Beverly Hills “re we s 
home in Beverly Hills where we shot makes the difference! 


both day and night exteriors, with the 
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moved to an exclusive hotel where ; . 

scenes were filmed in the lobby, halls. bearings. Leng Lite eperatien. DEPT. AO-57 

elevators, garage and an apartment ' 

both day and night shots. . FILMLINE CORP, = 
Thursday, Aug. 29: Finished shoot- ‘MILFORD, CONNECTICUT | 

ing at the hotel then moved to a small 

local apartment house, where additional | _ ——_—— " 


day and night interiors were photo- 


graphed. 
MOTION PICTURE CAMERAS 


Friday, Aug. 30: Completed shooting 
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at the apartment house, then moved to 
Beverly Hills business section where we 
shot scenes in a restaurant, drug store 
and gas station. 

Saturday, Aug. 31: To the Clark Ho- 








tel in downtown Los Angeles where we 
spent the day shooting > of th ic- f | satisfaction. 
spent the day shooting one of the pic- | East of Ho lywood You spend a lot of money for your 






cameras and equipment. Play safe— 


ture’s most thrilling action sequences in | 
entrust them to CEco. 


and near the elevator shaft of the hotel. 





Don’t take our word for it. Ask such 
world-famous Camera manufacturers as 











The following day the company flew Mitchell, Bell & Howell, Arriflex, Auri- FRANK C. FUCKER 
to New York. Monday was Labor Day, con, Maurer etc. 
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specialists are second to none in ability 
and experience . . . that CEco’s fully- Dept. A 315 West 43rd St., 
equipped shop and genuine factory- New York 36, N. Y. JUdson 6 -1420 






2nd. Here we shot exteriors on the West- | 
side Highway and near the entrance to 
the Brooklyn Auto Tunnel. 
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FILM REPAIR AND 
SPLICING BLOCK 


SAVES DAMAGED FILMS 


F& 





Used with NEW MAGIC MYLAR $19.95 


Sprocketed Transparent Splicing Tape 
Magic Mylar Sprocketed Transparent Tape repairs 
torn, gouged films as good as new . . . without 
the loss of a single frame. 
Applied directly on both sides of the damaged 
film, Mylar fonly 1/1000 of an inch thick) re- 
pairs, reinforces and hold the broken film together 
- WITH THE STRENGTH OF MORE THAN 3 
TIMES THE ORIGINAL FILM. 

REPAIR TEARS 

REPLACE BROKEN SPROCKET HOLES 

REPLACE GOUGES 

STRENGTHEN LAP SPLICES 

MAKE BUTT SPLICES 


MAGIC 
MYLAR 
TRANSPARENT | 
SPROCKETED 
SPLICING 
TAPE 





16mm—Single double perf. 
2. $ 5.00 


SSeam—66 foot roll .............<c000<...- 9.00 


FLORMAN & BABB, INC. 


68 W. 45th St., N. Y. * MU 2-2928 


F & B carries a complete stock of motion 
picture and audi-visual equipment. 
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$190 Special Purpose 
er 600 FOOT 
CONVERSION FOR 

AURICON 

CINE-VOICE 


Take-up is in camera on 100- 
ft. reel. Used on horse race 
tracks and other applications 
where 100-ft. or less is ta- 
ken, then processed. 


Regular conversion with 
600-ft. takeup . $295.00 











GREAT LAKES MOTION PICTURE SERVICE 
12037 Grand River Ave., Detroit 4, Mich. 











Automatic dissolve attachments for Cine 
Special and Bolex H-16 and 8 (Equipped 
with Pellegrini Shutter) 

JOSEPH YOLO, 1037 N. La Brea 
Phone GL. 7103 Hollywood, California 
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The balance of our New York stay 
was spent in shooting in an apartment 
on Sutton Place; Greenwich Village; 
and the Christopher Street Tubes to Ho- 
boken. Following this we journeyed to 
Hoboken where we entered the tunnel 
after midnight to shoot a sequence of 
chase scenes. For this the company had 
obtained use of the location until 5:30 
the following morning. 

We brought all our equipment, in- 
cluding two mobile gas generators, into 
the tunnel on a flat car. A two-car train 
had also been hired along with its 
crew, plus men from the transit com- 
pany to direct train operations in the 
tunnel. 

The generators almost proved the un- 
doing of the entire company. In the rush 
of getting operations going, no one 
thought of the danger inherent in the 
generator’s exhaust fumes in the poorly- 
ventilated tunnel. After spending about 
an hour getting ready to shoot, the 
monoxide gas began to affect some of 
the cast and crew so that by the time 
we were ready for the first take, many 
had already been removed to the sur- 
face. After the first shot was made, a 





check showed that all that remained in 
the tunnel, besides the camera crew. 
were the director, his wife and three 
electricians, and actors Inger Stevens 
and Rod Steiger. 

Shortly afterward, Miss Stevens had 
to be taken out and rushed to a hos- 
pital. We shot one more scene with Rod 
Steiger then decided to leave. We had 
to wait an interminable period for a 
train to take us out. In the meantime 
the monoxide was getting pretty bad. 
When we reached the tunnel entrance, 
the scene looked as if war had suddenly 
struck. The place was a clutter of fire 
trucks, police cars, and ambulances 
which had been summoned when the 
first victims had been removed from 
the tunnel, Policemen and firemen were 
everywhere and about twenty persons 
were stretched out on blankets on the 
pavement and being given first aid. 

We made this the closing shot of the 
picture, lucky not to be one of the vic- 
tims stretched out on the pavement be- 
fore us. The following evening I was 
back in Hollywood. And it struck me 
that things sometimes happen to contra- 
dict that old saying that “There is noth- 
ing new under the sun.” 





LOCATION PHOTOGRAPHY THEIR SPECIALTY 


(Continued from Page 654) 


the cameraman’s problems by Director 
Crosland. enabled the brothers to obtain 


_ the proper photographic effects. 


In a tavern scene where the ceiling 
was too low the lighting had to be ac- 


_ complished from the floor. In all, the 


filming added up to 40,000 feet of ex- 
posed Tri-X and Pius-X film. 

But problems such as these are all in 
a day’s work for the two brothers from 
Birmingham, Alabama, who _ started 
shooting free lance in the rough and 
rugged newsreel field back in the late 
30’s. With all their experience shooting 
industrials, newsreels, and TV and the- 
atrical films on location, Ted and Vin- 
cent Saizis would probably feel out-of- 
place in a major film studio. 

Even while covering hurricanes, fires, 


explosions, national political conventions, 


presidential campaigns and racial strife, 
mostly in the South, Ted and Vincent 
Saizis began filming short subjects with 
extra time and using “short-ends.” 
Their first short “Kilroy Was Here,” 
about the life of a little Negro boy, was 
released by Astor films in 1945, “Land 
of the Trembling Earth,” a color short 
about wild animal life in nearby Oke- 
fenokee Swamp, Georgia, made in 1950, 
was released by Warner Brothers. So 


'was their next short, “Black Fury,” 
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about a wild bear hunt in the same 
swamp made in 1952 and shown in 


* Octoper, 1957 


many theaters as the second film on a 
double feature. 

During the late 40’s and early 50's 
the Saizis Brothers worked as second 
unit cameramen for many major film 
companies, shooting production sequen- 
ces in the South and Southwest, and 
working as far West as El Paso and as 
far South as Key West. 

General Motors heard about them, 
liked their work and hired them to film 
several of their Motoramas in color for 
theatrical release. Their most recent 
General Motors release is “More Power 
to You,” filmed at Chicago. Their latest 
independent short is “You're the Ex- 
pert,” an unreleased Cinemascope guess- 
ing game. 

“Bayou,” filmed in 1956 in the beau- 
tiful Cajun country around LaFitte, La.. 
brought the Saizis Brothers their first 
critical acclaim from trade, magazine 
and newspaper film critics, Made for 
American National Films of Mobile, 
“Bayou” was released through United 
Artists. “Natchez Trace” is now being 
edited but distribution has yet to be 
worked out by Panorama Productions. 

Problems in shooting “Bayou” were 
different from “Natchez Trace.” At La- 
Fitte, which is 40 miles from New Or- 
leans, sound gave Ted and Vincent 
Saizis their biggest headache because of 
the constant noise from boats in the 














16-to-8mm & 8-to-l6mm 
Reduction and Enlarg- 
ing Printer. 








WHLER COMMERCIAL 
CINE PRINTERS 
Combination 16mm_ continuous 


for sound & picture, single or double 
GREET ’ watcsckonntsabiaheecacenell $ 775.00 


Reduction and enlarging 16- 
8mm _ optical Diaphragm control, 
Rh ere $1,295.00 


Combination 35mm _ continuous 
for sound and picture, single or 
ee $1,445.00 


Reduction & enlarging 35-16mm 
optical. Diaphragm control, Ektar 
i5 3  seeae $2,475.00 


Cineradiographic for Hospitals, 
35mm to 16mm _ reduction, with 
NE = vinicttxercunicciadaceduaconigentnanl $2,275.00 


Cine 16mm & 8mm, color and 
B&W, sound and picture. All A.C. 
operated. 400-ft. capacity -.......... $ 195.00 


Prices F.O.B. Detroit 
All machines are tested and guaranteed — 
are built sturdy for long and lasting operation. 


Please write for literature and further information 


UHLER CINE MACHINE CO. 


15762 Wyoming Avenue Detroit 38, Michigan 
Phone: UNiversity 1-4663 Cable: UHLCIMA 











bayous and the different subtle shadings 
of wind hitting leaves in the trees. Ad- 
ded to these were the usual airplane, 
automobile and siren noises. 

Fortunately, weather problems were 
few in this coastal area because the 
film was shot in October, the month the 
weather bureau correctly predicted was 
best for photography. 

Over 100 traws, shrimp boats, pi- 
rogues and motor boats were rented for 
the picture. The film company used its 
own generators, three lined abreast, in 
order to light each individual set. 

In the scene where Yankee architect 
Peter Graves joins the Cajuns in a 
pirogue race, the race was filmed from 
aboard a raft secured to a boat, which 
towed the camera along with the pi- 
rogues, 

Just like in “Natchez Trace,” no sets 
were built for “Bayou.” Interiors were 
filmed in cabins and buildings used by 
the Cajuns. In one scene the quarters 
were too confined for the camera crew 
to work, so a wall had to be torn down. 
Other problems of working in close 
space were solved through various tech- 
niques worked out by the cameramen 
and the construction crew. 

A total of 62,000 feet of film was 
exposed for “Bayou,” with 8,200 feet 
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This is the latest IMPROVED 
CINEKAD JUNIOR DOLLY 


Used Nationally by 
Discriminating Cameramen 
This 3-Wheel Collapsible Dolly Is 


especially designed to meet the demand for con- 
venient mobility of cameras on location or in the 
studio. 

Dolly can be used with any tripod. The special 
individual caster locking system makes it possible 
to lock either two or three wheels in a parallel 
position, enabling dolly to track in a straight 
line for rolling shots. 

Dolly folds quickly into a compact, easy-to- 
carry unit, 23'' in length, weighing 16 Ibs. 

The new model instead of the 
4” wheels is constructed with 5” 
heavy duty rubber-tired swivel 
wheels. 


Write for Prices and Literature 


ENGINEERING COMPANY 


763 Tenth Avenue, New York, N.Y. = Plaza 7-3511 
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FILM 
LABORATORIES 


Established 1949 





Complete 16mm laboratory service 
for Producers using the 


REVERSAL PROCESS 


special attention to 
FASTAX DEVELOPING 


on request: 
TRI-X processed to 1000 ASA 


Also 16mm Negative and Positive 
developing. 
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WRITE FOR PRICE LIST 


350 West 50th Street 
New York 19, N. Y. 
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BOLEX ACCESSORIES 
by STEVENS 


For H8 and HI6 cameras: 

Battery Camera Drive @ Time-Lapse Timer 
Lens Extension Tubes @ Alignment Gage 
Turret Lever @ Third Turret Stop @ Turret 
Filter Slides @ Camera Base @ Lens Control 
Handle @ Complete Factory Parts & Service 


For H16 Cameras Only: 

Variable Shutter @ Split-Frame Mask @ Sync 
Camera Drive @ 400-Ft. Magazine @ Sound 
Sprockets 
VARIABLE SHUTTER FOR HI16 REFLEX 
Write today for 1957 Illustrated Catalog 


STEVENS ENGINEERING CO. 
2421 Military Ave., Dept. A 
West Los Angeles 64, Calif. 
Phone GRanite 3-3227 
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HANDY DISK COMPUTER GIVES 
READY ANSWERS TO FILM PROBLEMS 


At a glance gives an- 
swers to such questions 
as: What is screening 
time for 16mm_ or 
35mm film of a given 
length? How long must 
o am be to screen for 
a certain period of 
time, frame count? etc. 
A MUST FOR EVERY- 
ONE WHO MAKES MO.- 
TION PICTURES. 
$2.00 Prepaid 
(Delivered in U.S.A.) 
At your dealer, or write— 
READY-EDDY, Sandy Hook, Conn. 















used in the final print. Black-and-white 
was used because producers Mike Ripps 
and Ed Fessler believe “human conflict 
is best expressed in terms of subtle shad- 
ings of black, gray and white.” 

Ted an Vincent Saizis are extremely 
fortunate to have had as their gaffer 
Robert S. Comer, veteran of many years 
on the Twentieth Century-Fox lot. Comer 


_ brought to the team his many years of 
| film lighting experience that date back 


to 1917. “Working together with a close- 
ly knit group like this one is more like 
the old days of motion picture making,” 
commented Comer. 

Another member of the production 
crew is Lou Kusley, like Comer, also 
from Hollywood. Kusley is chief grip 
and construction supervisor, Paul Noto 


| is in charge of sound and Hubert Walk- 


er in charge of transportation. Local 
I.A. men are used to round ou the 
crews, 

Now that they have several theatri- 
cals under their belts, the Saizis Broth- 
ers have a busy shooting schedule for 
the next few months. Bon Aire Produc- 
tions plans to film “The Lost and The 
Lonely” in Tuscaloosa, Ala, Then, they 
will do the “Bonnie Parker Story” in 
North Alabama for Producer Ed Fes- 
sler in October. Kurt Newmann plans 
to use them for “Angel Baby.” 

How did these brothers pick Birming- 
ham, Alabama, as their base of oper- 
ations? “It happens to be our home- 
town,” explained Ted Saizis, the eldest 
of the pair. 





RELIGIOUS TV FILMS 


(Continued from Page 667) 


one of the original fifteenth-century 
stained glass windows in the Bob Jones 
University Art Gallery. The windows 
were then oil colored by hand to repro- 
duce precisely the original colors. 

The paneling used on two sides of 
the room was hand-carved in the style 
of the late fifteenth century. Since there 
was not enough antique paneling for the 
third side of the room, a covering of 
mural-size photographs was used, A still 
picture taken of the authentic walls was 
enlarged, printed full size, and painted 
to match the original paneling. 

For the main source of over-all illu- 


_ mination, two “sky light” units, each 


having eight 1,000-watt lamps, were 


_used along with six strips of General EI- 


ectric photofloods. Incidentally, all this 


| equipment was designed and constructed 
| by the Unusual Films technicians. Sev- 
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eral Mole-Richardson juniors were also 
used for fill lights and one was mounted 
on each camera for a fill light during the 
dollying and trucking, which was done 
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with the four-wheeled dolly and the ten- 
foot crane. Two bell lights were used for 
closeup shots to assure good skin tonés. 

All of the syne-sound narration for 
the series was done by Dr. Jones ex- 
temporaneously and without manuscript. 
The student personnel designed an elec- 
tronic change-over system which made 
it possible to shoot with multiple ca- 
meras and record the narration for each 
film in a continuous take embracing 
several camera angles with no loss of 
footage in change-over from camera to 
camera. Each of the camera men simply 
followed the action continuously, with 
the director, Mrs. Gilbert Stenholm, 
switching from one camera to another 
by means of the control panel. A signal- 
light mounted temporarily on each cam- 
era blimp provided the necessary cue 
to Dr. Jones whenever a switch took 
place. 

The photo, on page 667, shows the 
wealth of professional equipment avail- 
able to the student production staff. and 
the highly professional job of set design 
and construction achieved by them. 





EDUCATIONAL TV FILMS 


(Continued from Page 667) 


the lens and sound track during the 
showing of the print. 

Since it is more practical for our 
production purposes to use the B-wind 
negative original for kinescoping, we 
have standardized on the B-wind nega- 
tive for our own film inserts. B-wind 
dupe negatives of B-wind reversal orig- 
inal or prints can be made and used 
with this system in a pinch, but the 
final release prints of such inserts are 
usually inferior. 

Visitors sometimes ask why we can- 
not project the film insert through our 
television projector and kinescope it 
directly into the program. On most 
present-day television projection systems 
there is a great loss of definition and 
distortion of picture image as well as 
gamma and density values. By the time 
the picture is recorded into the program 
through the electronic film chain, the 
final image is very inferior to the origi- 
nal one. 

A number of our visitors comment on 
the versatility of our production per- 
sonnel. Animation, usually a high-priced 
specialty requiring high-priced equip- 
ment, had to be brought within our 
financial limits. To date we have made 
six, sync-sound animation openings and 
a number of non-sync-sound animated 
inserts. Our first animation was made 
with a camera on a light-weight tripod 
anchored with masking tape and string. 
Later animated ventures were easier 
with a “stand” made of steel unistrut 














35mm Professional Film Viewer $500.00 


Lin Viewlng (ade Lasy with 


NEW PROFESSIONAL 
FILM VIEWER 


16mm and 
35mm Models 








Every film editor will appreciate 
a viewer that enables him to view 
his film from left to right on a 
large 6” x 4%”, brilliantly illum- 
inated screen. 

THE PROFESSIONAL FILM VIEWER 
makes film editing a breeze. Easy 


FRANK C. 


AG Aimera CQuipment (O..INC. 


Dept. A 315 West 43rd St., N.Y. 36, N.Y. JUdson 6-1420 


screwed to the wall and a wooden cam- | 
era mount that could be firmly anchored 
along the length of the unistrut. 

Other specialty problems like photo- 
micography crop up. A professor wanted 
to show plankton on a program, We 
borrowed a microscope from his lab and 
mounted a pre-reflex Bolex H-16 on a 
tripod in line with the eyepiece of the 
microscope. To boost illumination we 
focused the light from a 1000-watt slide 
projector on the mirror of the micro- 
scope. The resulting film showed the 
tiny organisms, even though they at- 
tempted to hide from the strong light. 

We find ourselves in other specialties 
like medical cinematography. During a 
health series. we filmed a blood trans- 
fusion, a brain operation, an appen- 
dectomy, and the birth of a baby. We 
had to wear masks and medical gowns 
which got in the way and had no pock- 
ets for odds and ends. Other handicaps 
were encountered. Lights could not 
shine in the doctor’s eyes. Cameras were 
limited to certain areas, and there were 
times when the doctors could not avoid 
blocking the shots. And there were no 
re-takes. 

We do “industrial filming” for our 
engineering shows. Shooting into the 
end of a special icing wind tunnel, 
shooting molten metal in a furnace, and 
climbing down into an empty atomic 
reactor ‘pool have been on our schedule. 

During a series on sports, we had 


Ask us about these time savers today! 












threading, portable, will not scratch 
film. Put either of these viewers 
between your rewinders and speed 
up your editing. If desired, Counter 
and/or Sound Reader can be easily 
attached to either viewer. 
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MICROPHONE FLOOR STANDS 
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Shown here: New 
Model BS-37 ‘‘PORTO- 
BOOM’ forstudio 
and portable use. 18- 
foot boom extension. 
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footballs thrown at us, high-jumpers 
jumping over us, tennis balls hit at us, 
and divers swimming toward our under- 
water portholes. 

We have also helped with limited 
news releases at the University, such as 
film clips of the Salk vaccine announce- 
ments, meetings of atomic scientists, 
and brief shots of the campus for na- 
tional network shows. 

These varied film activities increase 
the scope of educational television pro- 
grams by presenting scenes which can- 
not be duplicated in the television studio. 
Thus film aids educational television in 
its effort to bring the resources of the 
University of Michigan into the homes 
of greater numbers of people. 





“INTEREST-VALUE”’ 


(Continued from Page 658) 


many industrial still-camera artists spe- 
cializing in what is called “industrial 
photographic impressionism.” In almost 
every factory there are abundant sub- 
jects which recommend themselves pho- 
tographically because of design, move- 
ment, disposition of mass, detail, and so 
on, Sometimes the spokes of a wheel. 
sometimes the pattern of building detail 

the subjects of such shots are gen- 
erally a more interesting part ef a less 
interesting whole, and they can be com- 
posed with a feeling for eye-arresting 
composition. 

Coupled with the flexibility of motion, 
this photographic technique adapted to 
industrial movies can do much to inject 
class in a production by turning the 
usual into the unusual, without in any 
way lessening the truthfulness of the 
facts presented. 

A good rule for building effective 
factory sequences in an industrial film 
is to begin with establishing long-shots. 
then work progressively closer to full 
closeups of out-of-the-ordinary opera- 
tions, making generous use of angle- 
shots and a very liberal sprinkling of 
closeups of the always expressive hands 
of workmen, Edit these for an increas- 
ingly quick tempo, coordinated with 
rhythmic music in the score. And keep 
away from highly technical terminology 
in the narration, 

Industrial film ideas are where you 
choose to find them. There is a lot of 
what public relations men call “ro- 
mance” in the most commonplace things 
of life—the way foods find their way 
to your table—furniture to your room— 
the gasoline to your car—the pencil to 
your desk—the very cup and saucer to 
hold your breakfast coffee. The most 
simple, inexpensive article or ingredient 
has a story that can be pictured inter- 
estingly, not necessarily because of the 
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way that thing is made, but because its 
evolution from idea to actuality con- 
cerns the lives of people; interesting be- 
cause those people are different from 
ourselves during the time they are con- 
cerned in the evolution of that product, 
yet somehow close to us because that 
product eventually reaches us for our 
personai use, 

Dig for the interesting facts about the 
business you plan to film—facts about 
the personnel, as well as the methods 
used; the historic origins of the business 
or its product as, for example, the way 
our grandfathers called the tomato a 
“love apple” and considered it poison- 
ous, while today it is a staple of vitamin- 
filled scientific diet. 

Sometimes such_ incidental — back- 
ground facts may seem far-removed from 
proving the sponsor’s contention that his 
product is the best. But they aren't. We 
are all curious about what the other 
fellow does. Shots of men and women at 
work foster good-will by breaking down 
the feeling of impersonal remoteness 
between customer and company. 

Where possible save the big sales 
“plug” (if there’s got to be one!) till 
the end of the picture. And then make 
it brief. This makes for a better picture 
and gives it stronger sales value because 
by that time the audience is more or 
less relaxed in its enjoyment of the pic- 
ture, and the “plug” catches them in a 
highly receptive mood. 

Interest-value is not a nebulous thing; 
but when it is lacking in a film produc- 
tion, invariably it can be traced to an 
inadequate script—inadequate in that it 
is ill-adapted or awkward for a com- 
mercial or promotional picture, or be- 
cause the scripter failed to point up the 
really interesting facts about the spon- 
sor’s business, service or products. In 
short, if the script is right, the cinema- 
tographer will have no trouble in effect- 
ing its photographic interpretation. 





PHOTOGRAPHY VS. ECONOMY 


(Continued from Page 660) 


graphic treatment their personal popu- 
larity increased; when a picture was 
photographed with great care, it raised 
the level of audience appreciation to 
where people talked about the picture 
enthusiastically to their friends, thereby 
increasing its boxoffice potential. These 
are the things that good cinematography 
can do for television pictures, too. And 
the producer who is in the business to 
survive, who has faith in this growing 
industry and who wants to be a part of 
it long after the “fast-buck” merchants 
pull out, will never underestimate the 
value of good photography as an im- 
portant element of successful TV film 
production. 
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PHOTOGRAPHIC ASSIGNMENTS 


(Continued from Page 648) 


gamated Prods.; shooting in England) with 
Boris Karloff and Elizabeth Allan. Robert 
Day, director. 


@ Jack Carpirr, “The Vikings” (Technirama 
& Technicolor; Kirk Douglas Prod.; shooting 
in Norway, France, Germany) with Kirk 
Douglas, Tony Curtis and Janet Leigh. Rich- 
ard Fleischer, director. 


@ WittiamM CLoruier, “Time is a Memory,” 
(Batjac Ent. UA release) with Victor Mature 
and Lili Hwa. Frank Borzage, producer-di- 
rector. 


@ Dan Fapp, ASC, “Kings Go Forth” (Frank 
Ross Prod. for UA _ release: shooting in 
France), with Frank Sinatra, Tony Curtis 
and Natalie Wood. Delmer Daves, director. 


@ Perry FInNeRMAN, “Ranch Party” * (At- 
kins & Gilbert Prod.; Linkletter Theatre). 
@ Atrrep Gitxs, ASC, “Indemnity” * 
(United National Film Corp. of Dallas, 
Texas), starring Richard Kiley. 

@ Ernest Hatter, ASC, “God's Little Acre” 
(Security-Anthony Mann Prod. fr UA re- 
lease; shooting in Stockton) with Robert 
Ryan and Tina Louise. Anthony Mann, 
director. 


@ Russert Hartan, ASC, “Run Silent, Run 
Deep” (Hecht-Hill-Lancaster for UA release) 
with Calrk Gable and Burt Lancaster. Robert 
Wise, director. 


@ Winton Hocu, ASC, “The Young Land,” 
(Technicolor; C. V. Whitney Prods. for Buena 
Vista release: shooting at RKO Pathe) with 
Patrick Wayne and Dennis Hopper. Ted Tetz- 
laff, director. 


@ Torsen Jounxe, ASC, “Lowell Thomas 
Adventure Series* (Odyssey Prods.: shooting 
in Alaska). Bruce Anderson, director. 


@ Jack MacKenzie, ASC, “Stars in the 
Backyard” (Hugo Haas Prods.), with Carol 
Morris and Don Sullivan. Hugo Haas, pro- 
ducer-director. 


@ Jack Marta, “Girl in the Woods” (Ab-PT 
Pictures) with Margaret Hayes and Forrest 
Tucker. Tom Gries, director. 


@ Ten McCorp, ASC, “The Proud Rebel” 
(Samuel Goldwyn Jr. Prods. for UA release; 
shooting in Cedar City, Utah) with Alan 
Ladd and Olivia de Haviland. Michael Curtiz, 
director. 


@ Kennetu Peacu, ASC, “Toughest Gun in 
Tombstone” (Peerless Prod. for UA release), 
with George Montgomery and Beverly Tyler. 
Earl Bellamy, director. 


@ FRANK Pianer, ASC, “The Big Country,” 
(Anthony-Worldwide Prods. for UA release) 
with Gregory Peck and Jean Simmons. 
William Wyler, director. 


@ ALAN Srensvotp, ASC, “Thunder Road” 
(UA release; shooting in Asheville, N.C.) 
with Robert Mitchum and Sandra Knight. 
Arthur Ripley, director. 


@ Ginpert Warrenton, ASC, “Flying Ti- 
gers’* (Flying Tiger Prods.) with Arthur 
Fleming and Sammy Kenyon. E. Sutherland, 
director. 

® Bus Wetter, “Russell Hayden Presents” * 
(Russell Hayden Prods.). Oliver Drake, 
director. 
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PRECISION’ SOUND READERS 


your guarantee of the finest in sound editing equipment 









Complete 
Sound 
Reader 
Guide 
Free 
on 
Request 
Look Magnetic Sound Attachment for Moviola Synchronizer Sound Attachment with Amplifier 
for Complete units feature magnetic head mount, All amplifiers are safety fused, operate on Attachment for Neumade Synchronizer, 
this a cable - a Sa “= . 117 volts, 60 cycle AC. complete with amplifier............. $129.50 Net 
igh-gain amplifier. e agnetic ea : ; . Magnetic Head onlly........ .. 77.00 Net 
trad k Mount features adjustments for track loca- —— for og we — pen a INR 52.50 Net 
ragemar tions, (in and out movement), and magnetic ae AMPIINEL...n--ceveeeeeneneee . e 
film and tape thickness. Amplifiers feature Magnetic Head onlly.......-...----0---+ 75.00 Net 
lg 4-watt power output, heavy-duty Alnico V Attachment for HFC Synchronizer, complete 
D speakers, pilot light, 6 foot heavy duty Te IID siinsisdsitnienecnmiinentatinn $127.50 Net 
Magnetic Head only.................-.-+ 75.00 Net WRITE FOR LITERATURE 


Z) line cord. 


All Prices F.O.B. Factory, Brooklyn, N. Y. 


= Designers and Manufacturers of Equipment for the Motion Picture and Television Industries 


PRECISION 


1037 UTICA AVENUE 


ey N-je}. 7-yae) sii 


BROOKLYN 3, N. Y. 





@ Freon West, ASC, “Jet Alert” (Catalina 
Prods. for American International), with 
John Agar and Audrey Totter. Edw. L. Cahn, 
director. 


KEYWEST STUDIOS 


@ Leonarp Craremont, “The Book of 
Israel” (Family Films), with Robert Shayne 
and Joan Woodbury. Edward Dew, director. 


KLING STUDIOS 


@ Ray Foster, ASC, White King commer- 
cial.* Jack Fennamore, director. 


KTTV STUDIOS 


@ Sruart THompson, ASC, “Lassie” * Phil 
Ford, director. 


@ Kenneth Peacu, ASC, “Fury” * (TPA 
Prods.). Sidney Salkow, director. 


LA BREA PRODS. 


@® Ray Foster, ASC, “Nabisco Wafers com- 
mercial.* Al Lee, director: Brickle Brackle, 
Star Kist Tuna and Quik Whipped Cream 
commercials.* Hank Ludwin, director. 


METRO-GOLDWYN-MAYER 


@ Josepu Biroc, ASC, “Underwater War- 
rior” (CinemaScope; Ivan Tors Prod.), with 
Dan Dailey and Claire Kelly. Andrew Martin, 
director. 


@ Rosert Bronner, ASC, “The Sheepman,” 
with Glenn Ford and Shirley MacLaine. 
George Marshall, director; “The Thin Man.” * 
Oscar Rudolph, director. 


(Continued on Next Page’ 








MODEL R-15 
REVERSAL FILM 
PROCESSOR 










+ Develops reversal film at 1200 ft. 
per hr. e Negative-positive film at 1200 ft. per hr. 


* EXCLUSIVE OVERDRIVE eliminates film breakage, automatically com- 
pensates for elongation; tank footage stays constant * EASY T0 
OPERATE, needs no attention * VARIABLE SPEED DRIVE development 
times from 1% to 12 minutes * COMPLETE DAYLIGHT OPERATION 
on all emulsions, no darkroom needed * FEED-IN ELEVATOR & 1200- 
FT. MAGAZINE permits uninterrupted processing cycles * STAINLESS 
STEEL tanks, air squeegee, recirculation fittings, air agitation tube, 
lower roller guards * FORCED WARM AIR DRYBOX, uses no heating lamps. 


@ Double Capacity Spray Wash @ Self-Contained Plumbing 
@ Uniform Tank Sizes @ Filtered Air Supply 
@ Cantilever Construction FRANK C. ZUCKER 
@ Size: 76” x 50” x 24” 
© Get toning Guaben (, AMERA EQuipment ©..1Nc, 


@ Weight: Approx. 475 Ibs. Dept. W315 West 43rd St 
Other models available, Write for literature. New York 36,N. Y. JUdson 6-1420 
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PHOTOGRAPHIC ASSIGNMENTS 


(Continued from Page 685) 


@ Harotp Marzorati, ASC, “Mock Trial,” 
with Dean Jones and Joan O'Brien. David 
Friedkin, director. 


@ Josepn Rutrenserc, ASC, “Gigi,” (shoot- 
ing in France) with Maurice Chevalier and 
Leslie Caron. Vincente Minnelli, director. 


@ Lester Suorr, ASC, “Union Pacific,” * 
(Calif. National Prods.). Sobey Martin, 
director. 


@ Witttam Spencer Jr., “Northwest Pas- 
sage.” * J. Tourneur, director; “The Thin 
Man.” * Oscar Rudolph, director. 


@ Warten Srrence, ASC, “Cry Terror,” 
(Andrew Stone Prod.) with James Mason, 
Inger Stevens and Rod Steiger. Andrew 
Stone, producer-director. 


@ Rosert Surtees, ASC, “Merry Andrew,” 
(CinemaScope & Metrocolor) with Danny 
Kaye and Pier Angeli. Michael Kidd, director. 


@ Lornrop Wortn, ASC, “Best of the 
Post,” * (Robert Enders Prods.). Roger Kay, 
director. 


MOTION PICTURE CENTER 


@ Henry Cronyacer, “Sheriff of Cochise,” * 
(Desilu Prods.) with John Bromfield. Harve 
Foster, director. 


@ Maury Gertsman, ASC, “The Walter Win- 
chell Show,” * (Desilu Prods.) with Walter 
Winchell. Various directors. 


@ Rosert pve Grasse, ASC, “The Danny 
Thomas Show,”’* (Desilu§ Prods.) with 
Danny Thomas and Marjorie Lord. Sheldon 
Leonard, director: “Eve Arden Show,” * 
(Desilu Prods.) with Eve Arden. S. Berns, 
director. 


@ Si Hickox, ASC, “Date with the 
Angels,” * (Desilu Prods.) with Betty White. 
James Kern, director; “December Bride,” * 
(Desilu Prods.) with Spring Byington and 
Frances Rafferty. Fred de Cordova, director: 
Lucille Ball & Desi Arnaz. Jerry Thorpe, 
director. 


@ Joe Novak, ASC, “Official Detective” * 
(Desilu Prods.). Lee Sholem, director. 


@ Ropert Pirtack, ASC, “The Californ- 
ian,” * (Desilu§ Prods.). Byron Haskin, 
director. 


@ Howarp Scuwartz, “Wyatt Earp,” * (De- 
silu Prods.) with Hugh O'Brian. Frank 
MacDonald, director. 


@ Witttam Sxatt, ASC, “The Real Me- 
Coy’s,” * (Brennan Westgate Prods.) with 
Walter Brennan. Hy Averback, director. 


@ Cuartes Srraumer, “Adventures of Jim 
Bowie,” * (Desilu Prods.) with Scott Forbes. 
George Archainbaud and Anton Leader, di- 
rectors. 


PARAMOUNT 


@ Rosert Burks, ASC, “From Amongst the 
Dead” (VistaVision: shooting in San Fran- 
cisco), with James Stewart and Kim Novak. 


Alfred Hitchcock, director. 
@ Loyat Grices, ASC, “The Buccaneer,” 


with Yul Brynner, Charlton Heston and Inger 
Stevens. Anthony Quinn, director. 
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( Vista- 
vision) with Cary Grant and Sophia Loren. 
Mel Shavelson, director. 


@ Ray June, ASC, “Houseboat,” 


@ Cuartes Lanc, ASC, “The Matchmaker,” 
(VistaVision) with Shirley Booth and An- 
thony Perkins. Joseph Anthony, director. 


PARAMOUNT SUNSET 


@ WitttAm Braprorp, ASC, “State Troop- 
er’ * (Revue Prods.), with Rod Cameron. 
John English, director. 


@ FLtoyp Crossy, ASC, “The Court of Last 
Resort.” * (Walden Prods.) Various directors. 


@ Water Srrence, ASC, “State Trooper” * 
(Revue Prods.), with Rod Cameron. Richard 
Irving, director. 


PRODUCTION CENTER (New York) 


@ Morris Harrzpanpn, Woman Without 
Shadow” (Knight Prod., RKO release), with 
Rosemary Harris & Steve Hill. John New- 
land, director. 


REPUBLIC STUDIOS 


@ Epwarp Corman, ASC, “Dragnet,” * 
(Mark VII Prods.) with Jack Webb and 
Ben Alexander. Jack Webb, director. 

@ Hers Kirxparrick, “Wagon Train” * 
(Revue Prods.). Mark Stevens, director. 


@ Lionet Linpon, ASC, “Alfred Hitchcock 
Presents” * (Revue Prods.). J. Addiss, 
director: “Bachelor Father’* (Bachelor 
Prods.). Don Weis, director. 


@ Jack Marta, “Juvenile Jungle” (Coronado 
Prod.), with Corey Allen, Nick Adams and 
Rebecca Welles. William Witney, director. 


@ Ray Rennanan, ASC, “Schlitz Playhouse 
of Stars” * (Revue Prods.). John Brahm, 
director: “Manhunt” * (Revue  Prods.). 
B. Garard, director: “Alfred Hitchcock 
Presents” * (Revue Prods.). Paul Heinreid, 
director. 


@ Joun Russert, ASC, “General Electric 
Theatre” * (Revue Prods. G. Chamption, 
director: “Schlitz Playhouse of Stars” * 
(Revue Prods.). Paul Henreid, director: 
“Jane Wyman Theatre”* 
with Jane Wyman. Al Miner, director. 


@ Wintiam Sicxner, ASC, “Leave It to 
Beaver” * (Gomalceo Prods..) Norman Tokar, 
director: “Bachelor Father” * (Bachelor 
Prods.). Jerry Hopper, director. 


@ Mack Srencrer, ASC, “The Millionaire” * 
(Don Fedderson Prods.). Various directors: 
“General Electric Theatre” * (Revue Prods.). 
James Neilsen, director; “Suspicion” * 
(Revue Prods.). Edw. Ludwig, director. 


@ Exuis Tuacxery, ASC, “Restless Gun” * 
(Window-Glenn Prods.). B. Ludwig, direc- 
tor: “Manhunt” * (Revue Prods.). B. Garard, 
director: “The Millionaire”* (Don Fedder- 
son Prods.). James Sheldon, director. 


@ Gitpert Warrenton, ASC, “Manhunt” * 
(Revue Prods.). B. Garard, director. 


HAL ROACH STUDIOS 
@ Epwarp Firzceratp, ASC, “The Gale Storm 
Show.” * with Gale Storm. Wm. Seiter, 


director. 


@ Paut Ivano, “Telephone Time,” * with 
John Nesbitt. Various directors. 
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(Revue Prods.), 


RKO-PATHE 


@ Cuartes Burke, “Dick Powell’s Zane 
Grey Theatre,”* (Four Star Prods.) with 
Dick Powell. Tom Carr, director. 


@ Georce Diskant, ASC, “Mr. Adams and 
Eve”* (Bridget Prods.), with Ida Lupino 
and Howard Duff. Richard Kinon, director: 
“Dick Powell's Zane Grey Theatre” * (Four 
Star Prods.), with Dick Powell. John English, 
director: “Alcoa-Goodyear Theatre” * (Four 
Star Prods.). Robert Sinclair, director. 


@ Guy Roe, ASC, “Trackdown,”* (Four 
Star Prods.). R. MacDougall, director; 
“Dick Powell’s Zane Grey Theatre,” * (Four 
Star Prods.) with Dick Powell. John English, 
director. 


20TH CENTURY-FOX 


@ Brypon Baker, “Cattle Empire” (Cinema- 
Scope Prod.), with Joel McCrea and Phyllis 
Coates. Chas. Marquis Warren, director. 


@ Witrrip Cruine, ASC, “Hell Bent Kid” 
(CinemaScope 55 & Color), with Don Murray 
and Diane Varsi. Henry Hathaway, director. 
@ Srancey Cortez, ASC, 2nd Unit, “South 
Pacific.” 


@ Mitton Krasner, ASC, “The Gift of Love” 
(CinemaScope & Color), with Robert Stack 
and Lauren Bacall. Jean Negulesco, director. 


@ JoserpH. MacDonatp, ASC, “The Young 
Lions,” (CinemaScope; shooting in France) 
with Marlon Brando and Joan Woodward. 
Edward Dmytryk, director. 


@ Wiwiam Mettor, ASC, “Singin’ Idol” 
(CinemaScope) with Tony Sands and _ Lili 
Gentle. Henry Ephron, director. 


@ Joun Nicxoraus, Jr., “Shadow of a Gun- 
man” (Regal Films), with Charles Bronson 
and Fintan Meyler. Gene Fowler, Jr., direc- 
tor: “Ambush at Cimarron Pass” (Regal 
Films), with Scott Brady and Margia Dean. 
Jodie Copeland, director. 


@ Leon Suamroy, ASC, “South Pacific,” 
(Todd-AO & Color; shooting in Hawaii) with 
Rossano Brazzi and Mitzi Gaynor. Joshua 
Logan, director. 


@ Leo Tover, ASC, “Fraulein,” (Cinema- 
Scope & Color; shooting in Germany) with 
Mel Ferrer and Dana Wynter. Henry Koster, 
director. 


UNIVERSAL INTERNATIONAL 


@ Artuur Aruinc, ASC, “Once Upon a 
Horse,” (CinemaScope) with Dan Rowan and 
Martha Hyer. Hal Kanter, director. 


@ WitttAm Dantes, ASC, “No Power on 
Earth,” (CinemaScope) with Richard Egan 
and Julie London. Harry Keller, director. 


@ James Drovucut, Pepsi Cola commercial.* 
Wil Cowan, director: Dow Chemical commer- 
cial.* Jack Daniels, director. 


@ Artuur Fetnper, ASC, Plymouth com- 
mercial.* George Fox, director; Burger- 
meister beer commercial.* Jack Daniels, 
director. 


@ Irvinc Grassperc, ASC, “Twilight for the 


Gods” (Color: shooting in Hawaii), with 
Rock Hudson and Cyd Charisse. Joseph 
Pevney, director. 


(Continued on Page 688) 
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CLASSIFIED 


RATES: Ads set in lightface type, 10¢ per word; minimum ad, $1.00. 
Text set in lightface capital letters iexcept Ist word and advertiser's 
name) 15c per word. Modified display format (text set in boldface 
type, capitals or upper-and-lower case) 90c per line. Send copy with 


ADVERTISING 


remittance to cover payment to Editorial Office, American Cinematog- 
rapher, 1782 No. Orange Drive, Hollywood 28, Calif. Forms close 15th 
of month preceding date of issue. No discount on Classified Advertising. 
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STUDIO & PRODUCTION EQUIPMENT 





35MM SPECIALS TO START OUR 32ND YEAR 
OLESEN 5KW SPOTS, heads only $ 79.50 
MOVIOLA UDCS Composite 3',”x4” picture 

and ane on caster stand, $1800.00 value, 

excelle 985.00 
NEW COLLAPSIBLE TRIPOD TRIANGLES with 


tiedown clamps 29.50 
BLIMP FOR ARRIFLEX 35mm w/follow focus. 1095.00 
FAMOUS VISTARAMA ANAMORPHIC LENSES 

for Mitchell, Arriflex, etc. $5000 value, 

make CinemaScope compatible pictures 1000.00 
NEW ACE FILM SPLICERS—non-magnetic, butt 

or lap all sizes 8/16/35/70mm. Deluxe 

Model ....$69.50. Std. Model 59.50 
HOUSTON 35mm N-35 PROCESSORS, nega- 

tive/uositive. Include refrigeration, recircu- 

lation, airpump, temperature control. Speeds 

to 1200’ per hour. Gov't paid $8,000.00. 

**Reconditioned.......$1995.00. Used 1495.00 
PETERSON MASSIVE ANIMATION STAND with 
motorized zoom, air platen, all movements, 

sliding cellboard. $6500 value, likenu 3995.00 
MOVIOLAS WITH 3” MAGNIFIED PICTURE, 

automatic take-ups, serviceable condition 

(Add $125.00 for 3%,”x4” viewing screen) 189.00 

35mm MOVIOLAS, new condition 289.00 
DOLLY TRACK WITH CONNECTORS, 5’, 10’, 

15’ lengths, per ft. 4.95 

With self-levelling screws, per ft. 5.95 
NEW MAGNETIC PLAYBACK UNIT for Film 

Phonograph, w/preamplifier, transformer & 

mtg. bracket 575.00 
DEPUE AUTOMATIC LIGHT CONTROLS—almost 

2/3 off price. Twin 75 scene ‘ 695.00 
RCA PHOTOPHONE OPTICAL RECORDING 

Systems, complete with mixer, amplifier, 

2-1000’ magazines; syncmotors; mike, ca- 

bles & cases. Rebuilt, from 5375.00 
HEAVY DUTY 35mm LOOP ATTACHMENTS. 

Ball bearing rollers. For elevators in lab 

or sound recording. Cost $500.00 to build. 195.00 


TRADES TAKEN Phone PL 7-0440 Cable: SOSOUND 


$.0.S. CINEMA SUPPLY CORPORATION 
602 W. 52nd Street, New York 19—Deot. fc 
Western Branch—6331 Holl'd Bivd., Holly’d, Calif. 
Phone HO ™ 2124 
WE'VE SOLD 60 EYEMOS ALREADY 
BUT YOU CAN STILL BUY THEM AT 75% OFF LIST 
WE DON'T UNLOAD THEM As [IS 
— EACH IS GUARANTEED — 
Bell & Howell Eyemo Q with 3 lens spider 
turret motor mount, 2” B&H lens, 400’ 


magazine and drum type finder $ 295.00 
Trunks (Model A) for camera, lenses, etc. 14.95 
Trunks (Model B) for camera, mags, lenses, 


etc. “ae 29.50 


B&H 400’ Magazines—plastic $29.95. Metal 59.50 
Trunks for 2 magazines 14.95 
Eyemo Motors 12, 24 or 115 volt. From 55.00 


B&H Eyemo Q with 3 lens spider turret, 
3 lenses, motor & cable, 2 magazines, posi- 
tive finder, 3 objectives and trunk. ONLY 495.00 
TRADES TAKEN Phone PL 7-0440 Cable: SOSOUND 
$.0.S. CINEMA SUPPLY CORPORATION 
602 W. 52nd Street, New York 19—Deot. fc 


Western Branch—6331 Holl’d Bivd., Holly’d, Calif. 
Phone HO 7-2124 
UHLER 16MM PRINTER. 1200-ft. capacity. Excellent 


condition. Two printing heads, one picture and one 
sound. Cost $850, will sell for $400. O. O. RUSSELL, 
P.O. Box 6474, Jacksonville 5, Florida. 


FILM PROCESSING MACHINERY 
Rebuilt trade-ins, demonstrators, etc. Black-and-white 
and color. All makes. Low prices. Send for lists. 
— CORPORATION, Erna Street, Milford, 
onn. 








16MM HOUSTON-K-1A . developing machines. 
For reversal or positive film. Complete with re- 
frigerator units, temp controls, condensors, etc. 
BRAND-NEW, prices reduced. Also all STAINLESS 
STEEL mode! A-11B. Neumade film washer, 35mm 
EYEMO cameras, spider turrets, large selection of 
Eyemo lenses, 35mm x 1000 film. AIR PHOTO 
SUPPLY, Dept. C-1, 555 East Tremont Ave., New 
York 57, New York. 





CINE Special Series 1. Perfect. 1°° lens. $400.00. 
Write Box 1250, AMERICAN CINEMATOGRAPHER. 
PRECISION Magnetic Heads for Engineers 

Erase - Record - Playback 
STANCIL-HOFFMAN CORPORATION 

921 North Highland Avenve 

Hollywood 38, California 





Industry 


BE WISE—LOOK AT THESE 16MM BUYS 


IMMEDIATE SHIPMENT OF SOS ACTION 
VIEWERS—less than ' cost of competing 
GIBB, nnccncccenstnencenoncunenstnemnonsosnnsnepseeouoeseanecnoe 

Original Zoomar lens with coupled finder. 
Dual range—1l7 to 53mm and 35mm to 
106mm. a - work of 5 lenses. Originally 


$ 139.95 


$1800.00, close out ........................... - 295.00 
AURICON "500° SINGLE SYSTEM, CT70 “Cam- 

era, converted NR22 amplifier, parallax 

finder, lens, complete. $850.00 value 395.00 
AURICON RT DOUBLE SYSTEM VD Optical 

Recorder, 1200’ magazine, converted NR25- 

D7 amplifier, mike and cables. $1000 ori- 

NT  avscesnsktcicnrtnnnictinsenaiccabubamnnonsiinneincaiabainiinn 395.00 
MITCHELL 16 WITH BLIMP: Follo-focus; 220V 

3ph sycmotor; 4 Baltar lenses; large view- 

finder; 3-400’ mags.; complete hactatennnes 

$7,500.00 value . 5995.00 
B&H ZODA CAMERA w/3 “lenses; positive 

finder; objective and case. . 249.00 
BEAUTIFUL MAURER 05 CAMERA, 2 mags, “2 

motors, viewfinder, sunshade, trunk. ........ 2495.00 
WESTERN ELECTRIC 639 CARDIOID Micro- 

phones, $236.00 value 169.50 


AMERICAN CINEMATOGRAPHER HANDBOOKS 
8th Edition, 2 pric 2.50 

NEW 16MM GREEN “MOVIOLAS ‘with rect- 
angular picture. 395.00 

RCA 400 OPTICAL/MAGNETIC 1émm_ Sound 
Projector, separate speaker, automatic cord 
reel. $900.00 value. 

B&H FILMORAMA Cinemascope | type. ‘lens for 
Cine Special |! with all projector attach- 
ments, $750.00 value. 

NEW E-Z 8/16 FILM SPLICERS, eee 
butt splice. 

MAURER MODEL E RECORDING SYSTEM. In- 
cludes Type 10 Recorder; V.D. galvano- 
meter: 400’ magazine; 4 pos. mixer; ampli- 
fier, noise reduction; power supply; voltage 
-regulator, cables and cases. $10,500 value. 


495.00 


395.00 
34.95 


5995.00 

KINEVOX 4 POSITION REMOTE 
Mixer. $425.00 value, likenu. . 249.50 
ifinuR 

TRADES TAKEN Phone PL 7-0440 Cable: SOSOUND 

5.0.5. CINEMA SUPPLY CORPORATION 
602 W. 52nd Street, New York 19—Dept. fc 
Western Branch—6331 Holl!'d — Holly'd, Calif. 
Phone HO 7-2124 


Amplifier 


16MM PROFESSIONAL equipment, complete, like new. 
Free descriptive list. WILLIAM SAUNDERS, 149 
Crosman Terr., Rochester, N.Y. 


COMPLETE 


16mm and 35mm rack and tank lab. 
Stainless steel tanks. Cypress racks, 400 ft. Drying 
drum, 1600 ft. capacity, portable. Photos and in- 
formation, $1.00. 16mm sound and picture printer, 
automatic light changer, cost $1500.00, sell with 
lab. $700.00 complete outfit. 35mm Neumade film 
cleaner, $14.00. ROYAL FILM SERVICE, Box 206, 
Passaic, N.J. 





SINGLE lens Eyemo with 4.5 FF, bracket for Octa- 
meter finder, good condition. Best cash offer. 
HENRY KOKOJAN, 9009 Freeport, Dallas 28, Texas. 





SAVE $300.00; Bridgamatic Jr. 16mm negative-positive 
processor used few times, like new, $795.00. 
MASTER FILM, 207 Third St., _ Elizabeth, N.J. 

WALL 35mm sound camera with two lenses, two 400’ 
magazines, 12 volt motor, Tachometer, viewfinder, 
galvanometer—as is—$1550.00. JACK WALTON, 
P.O. Box 1457, Tampa, Fla. 


MITCHELL 16mm high speed movement, new, $250.00. 
Sound recording amplifiers, Wall, also Cine Pro 
in wiry case—as is—$40.00 each. JACK WAL- 
TON, P.O. Box 1457, Tampa, Fla. 


19 B&H EYEMO doors, Type A-4, with mechanism, 
38 front plates with mechanism (shutter, intermit- 
tent and aperture plate). Prefer selling as a lot. 
Make offer. JACK WALTON, P.O. Box 1457, Tampa, 
Fla. 

CONVERT your K-100 to motor driven 1200 ft. ca- 
pacity camera. PROFESSIONAL CINE PRODUCTS, 
6055 Ridgecrest, Dallas, Texas. 











WE RENT AND SELL TV FILM PRODUCTION EQUIP- 
MENT. Colortran, McAlister, M-R, B-M lights, Pole- 
cats, Magnasyne 400X, Eyemo 35 1200’, Cine Voice, 
Arriflex 16. Want Cine Specials, Tripods, etc. 
CENTURY CAMERA, 20 S. 7th St., Minneapolis, 
Minn. FE 8-5858. 


AMERICAN CINEMATOGRAPHER 


B&H 35mm STANDARD CAMERA #1139, prac- 


tically new SRR IEE Me TP IRAE NS ara ms $2100.00 
B&L ENLARGING CONDENSERS (pair) 14” 

diameter. Good condition; for both............ 125.00 
EKTAR 14” COMMERCIAL LENS in barrel. 

TE Ee Sar 110.00 


ANIMATION STAND 35mm with ACME CAM- 
ERA complete in every detail. Full infor- 
mation on request. 

MITCHELL THEODALITE CAMERA custom re- 
built—rackover, stop motion, lens and 
magazines. Excellent for Television ani- 
mation work. Bargain....................-..-- 

ROTOSCOPE REGISTRATION PIN MOVEMENT, 
35mm _ custom built. Full information on 
request. 


950.00 


LOUIS MEYER 
6337 Santa Monica Bivd., Hollywod 38, Calif. 
HOllywood 9-8209. 





FOR SALE 
Used late model MAURER cameras. 
priced. Write for details. 
CAMERA EQUIPMENT COMPANY, INC. 
315 West 43rd Street, New York 36, New York. 


Economically 





BALTAR lenses coated in Mitchell mounts. Guaranteed 
perfect. Almost new. 1/3 off list. Write Box 1249, 
AMERICAN CINEMATOGRAPHER. 





ADD a critical focus to any turret model Cine-Voice. 
PROFESSIONAL CINE PRODUCTS, 6055 Ridgecrest, 
Dallas, Texas. 








WE GUARANTEE our Cine-Voice 400 foot conversion 
to give perfect wow-free sound. PROFESSIONAL 
CINE PRODUCTS. 


ADD filter slot to any Auricon Cine-Voice or Pro. 
PROFESSIONAL CINE PRODUCTS, 6055 Ridgecrest, 
Dallas, Texas. 

ARRIFLEX 
DUCTIONS, Box 312, 





16mm camera complete. MICHAEL PRO- 
Ridgewood, N.J. 





SERVICES 





PROFESSIONAL Photographers services. Producers let 
us help cut your production cost in this area. We 
cover the Eastern seacoast for all phases of mo- 
tion picture filming. Finest 16-35mm equipment 
used. Sound or silent. Complete aerial coverage 
by plane or helicopter. Footage or complete film 
from T.V. news to sports to scientific stop motion. 
Footage supplied to N.B.C. coast to coast: WRCV- 
TV; WPTZ-TV; State Police; local Government agen- 
cies and others. Write-wire-phone. Discount to 
advertising and travel agencies. MIRABELLO EN- 
TERPRISES, INC., Motion Picture Div., 15 Bustleton 
Pike, Feasterville, Penna. 





PRODUCTION Services Available at low-budget rates. 
Specialty: highly technical camera work. Ask for 
ROLAB booklet. ROLAB STUDIOS, Sandy Hook, Con- 
necticut. Telephone: Garden 6-2466. 





POSITION WANTED 





ANYTHING CONSIDERED in cinematography, 27, free 
to travel, own 16mm equipment, also journalism 
background. Box 1278, AMERICAN CINEMATOG- 
RAPHER. 





LABORATORY & SOUND 





SOUND RECORDING at a reasonable cost. High 
Fidelity 16 or 35. Quality guaranteed. Complete 
studio and laboratory services. Color printing and 
lacquer coating. ESCAR MOTION PICTURE SERVICE, 
INC., 7315 Carnegie Avenue, Cleveland 3, Ohio. 
Phone Endicott 1-2707. 


ROCKY MOUNTAIN 16MM HEADQUARTERS 
16mm Black & White and Anscochrome—Processing— 
Printing — Recording — Editing — Production — Rental 
Sales. All types of film in stock. 
Write for Price List. 
WESTERN CINE SERVICE, INC. 
114 E. 8th Ave., Denver 3, Colorado. TAbor 5-2812 


16mm SOUND and picture editi ee socontdlo. 
music—effects. DU RANCHO AUDIO 
near Palos Verdes and L.A. stecber, 26246 Fairview 
Avenue, Lomita, Calif. DAvenport 6-4925. 


(Continued on Next Page) 
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Classified Ads 


(Continued from Preceding Page) 





WANTED 








PILOT FILMS, amateur productions—adventure, travel, 
documentary—wanted for TV. We agent or take on 
contract. WORLD FILMS, INC., Box 38644, Holly- 
wood 38, California. 


ALL ISSUES of the Journal of the Society of Motion 
Picture Engineers o the American Cinematograph- 
er prior to April 954. JAMES G. BARRICK, 1278 
West 103 St., Cleveland 2, Ohio. State price asked. 

TRY Fas LAST 
FOR THE HIGHEST QUOTE ON 
USED MOVIE EQUIPMENT 
FLORMAN & BABB 
68 W. 45th ST., N. Y. 36, N. Y. 


WHY SACRIFICE 
your production and struggle with old or used 
equipment when we can trade for cash or new equip- 
ment. Let us know what you have and what you need. 
THE CAMERA MART, INC. 
1845 Broadway Plera 76977 New York 23, N.Y. 











THIS STORE HAS CUSTOMERS GALORE 
WE BUY * SWAP * SELL * CONSIGN 
AND WE'LL GET YOU MORE THAN ANYONE ELSE 
Cameras, Dollies, Lenses, Lights, 
Moviolas Printers, Recorders 
Studio or Laboratory Equipment 

you don't need 

WE ALSO TAKE CONSIGNMENTS. 

SET YOUR OWN PRICE—WE WORK 
ON SMALL PRECENTAGE. 
Telegrams-WUX New York, 


Phone PL 7-0440 
$.0.S. CINEMA SUPPLY CORPORATION 
Dept. fc Cable: SOSOUND 
602 W. 52nd Street New York 19, N. Y. 
Western Branch—6331 Hollywood Blvd. 
Hollywood, Calif., Phone HO 7-2124 





WANTED TO BUY FOR CASH 
CAMERAS AND ACCESSORIES 
MITCHELL, B & H, EYEMO, DEBRIE, AKELEY ALSO 
LABORATORY AND CUTTING ROOM EQUIPMENT. 
CAMERA EQUIPMENT COMPANY 
315 WEST 43RD STREET, NEW YORK 36, N. Y. 
CABLE: CINEQUIP 


Mitchell — Akeley — B H — “Wall” — Eyemo 
Cameras — Lenses — Equipment 
NATIONAL CINE EQUIPMENT. INC. 

209 West 48th St. New York, N.Y. 








ASSIGNMENTS WANTED 





SOUTH AMERICA BOUND, Amazon River, Ecuador 
Brazil, Peru, Venezuela, |6mm and 35mm. Leaving 
early 1958. Complete production facilities. Box 1279 
AMERICAN CINEMATOGRAPHER 


FILM ASSIGNMENTS New York area. Scenic, stock 
shots, newsreels, industrials, featurettes creatively 
filmed to your specifications. ACORN FILMS, 168 
W. 46th St., N. Y. C. Call Judson 6-2272 


JAPAN, KOREA, OKINAWA, FORMOSA, | & FAR-EAST, 
16-35 NEWS, DOCUMENTARY, PRODUCTION WORK. 
THE MOST EXPERIENCED & CAPABLE NEWSREEL 
TEAM IN ENTIRE FAR-EAST WITH U. S. DEPT. OF 
DEFENSE ACCREDITATION: ZENIER BROS. TV NEWS 
PRODUCTIONS, 385 2-CHOME, SENDAGAYA. SHI- 
BUYA-KU, TOKYO, JAPAN. CABLE ADDRESS: 
ZENIER TOKYO 











EUROPEAN COVERAGE undertaken anywhere 20 
years experience, see International Almanac. Stock 
shots available. JOHN BYRD, 27 Arthur Road, 
London, S.W. 19, England 





FOOTAGE FOR SALE 





TRAVEL and Sportsfilms, ideal for TV, 16mm color 
Also footage in B&W. For details write: WM. M 
STRAUBMUELLER, P. O. Box 131, New Hyde Park, 
N.Y 





STOCK SHOT FOOTAGE 





STOCK SHOT FOOTAGE 
WILL PURCHASE selected footage, 16mm or 35mm, 
color or black-and-white, suitable for commercial 
library. Payment based on subject matter and photo- 
graphic quality. Submit films or description to 
Elmer Dyer, ASC, 
WORLD WIDE FILMS 
108 So. La Jolla, Hollywood 48, California 
Phone: WeEbster 9-8308 
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PHOTOGRAPHIC ASSIGNMENTS 
(Continued from Page 686) 


@ Pui. Laturop, “Money, Women and 
Dreams” (CinemaScope & Color), with Jock 
Mahoney. Richard Bartlett, director. 


@ Ernest Laszto, ASC, “Teach Me How to 
Cry,” (CinemaScope) with John Saxon and 
Sandra Dee. Helmut Kautner, director. 


@ Harotp Lipstein, ASC, “Middle of the 
Street” (CinemaScope & Color), with Audie 
Murphy and Gia Scala. Jesse Hibbs, director. 


@ Warren Lyncu, Ford 1958 commercial.* 
Jack Daniels, director. 


@ Russet: Metty, ASC, “There’s a Time to 
Love,” (CinemaScope & Color; shooting in 
Germany) with John Gavin and Lisa Pulver. 
Douglas Sirk, director. 


@ CrarK Ramsey, ASC, Kellogg and Oasis 
cigarette commercials*. Jack Daniels, direc- 
tor: DuPont commercial* Virgil Vogel, 
director; Ford commercial.* Joseph Parker, 
director: “Once Upon a Horse” (Second unit; 
CinemaScope). Hal Kanter, director. 


@ Water Srrence, ASC, Minnesota Mining 
commercial.* Jack Daniels, director: U.S. 
Navy Industrial Short (Shooting in San 
Diego). Joseph Parker, director. 


e Cartes Wersorn, Ford commercial* 
(shooting in Denver). George Blair, director; 
Marlboro and for commercials. Virgil Vogel, 
director. 


WARNER BROS 


@ Wesiey Anperson, “Colt 45." * E. Bernds, 
director: Kaiser Aluminum  commercial.* 
Pete Monahan, director, Kellogg commerical.* 
Ross Lederman, director. 


@ Cart Bercer, ASC, 
las Hayes, director. 


“Maverick.” * Doug- 


@ Exuis Carter, ASC, “Maverick.” * Bud 


Boetticher, director. 
@ ArtHur Fernper, ASC, Kellogg commer- 
cial.* Mel Dellar, director. 


@ Cart Guturit, ASC, “Hell’s Highway” 
(Lakeside Pictures), with Brian Keith and 
Merry Anders. Howard W. Koch, director. 


@ H. F. Koenexamp, ASC, “Camay commer- 
cial.* Dave Monahan, director; Willys Jeep 
commercial.* Harold Daniels, director. 


@ Pevereti Martey, ASC, Prell commer- 
cial.* Mel Dellar, director. 


@ Hat Rosson, ASC, “Onionhead,” with 
Andy Griffith and Erin O’Brien. Norman 
Taurog, director. 


@ Harry Srrapiinc, ASC, “Marjorie Morn- 
ingstar,’ (WarnerColor; shooting in New 
York) with Gene Kelly and Natalie Wood. 


Irving Rapper, director. 


“Cheyenne” *  Rich- 
“Sugarfoot.” * Pete 


@ Harowp Stine, ASC, 
ard Bare, director: 
Adrion, director. 


@ Wittram Wait ey, ASC, “Colt 45." * Ed. 
Bernds, director. 


ZIV STUDIOS 
Asxins, “Blood of Dracula” 


International Pictures), with 
Herbert Strock, director. 


@ Monroe 
(American 
Sandra _ Harrison. 
@ Georce Jacosson, “Harbormaster’ * 
(shooting in Rockport, Mass.), with Barry 
Sullivan. Various directors. 
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“True lifelike qualities can only be achieved with are 
light. Its intensity and spread cannot be duplicated.”’ 


THE “NATIONAL” CARBON ARC... 
NOTHING BRIGHTER UNDER THE SUN. 


Lei Site). 
fed Nei=i ie) = 


The terms “National” and “Union Carbide” are registered trade-marks of Union Carbide Corporation 
NATIONAL CARBON COMPANY -« Division of Union Carbide Corporation « 30 East 42nd Street, New York 17, N.Y. 


Sales Offices: Atianta. Chicago, Da!las, Kansas City, Los Angeles, New York. Pittsburgh, San Francisco. In Canada: Union Carbide Canada Limited, Toronto. 
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All Producer Services 
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NEGATIVE AND POSITIVE 
PROCESSING 














REVERSAL PROCESSING 














NEGATIVE-POSITIVE COLOR 
PROCESSING 


























COLOR-CORRECT, PRINTS 








Byron offers you ANY or ALL facilities you require for completion of your 


original unexposed film . . . original processing; complete producer services; + 


finished prints in either Color-Correct or black and white . . . in one 


convenient location. Byron producer services save you time, money and 


> division of responsibility. 


V 


For information and price list, write, phone or wire by r Oo rn laboratory 


1226 Wisconsin Ave. N.W. Washington 7, D.C. 
FEderal 3-4000 


COMPLETE PRODUCER SERVICES...COLOR AND BLACK-ANDWHITE PRINTING AND PROCESSING 





